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CHAPTER XXIX. 

Collecting Prints as a Hobby, and as a 
Profitable Hobby. 

/T'V TCT^lTa hobby is the best exercise in the world- The man who 
C \-Jf~ has a passion is a boy in spirits, and thereby adds ten years 

M V at least to his life. 

But to attain this felicitous result it needs that he should be in love with the thing he 

pursues, and not merely with the pursuit. Coventry Patmore tells us that the lover is 

not happy whose pleasure is “not in the lady, but the chase;” and so with a hobby. 

The art, and not merely the art-collecting, or the “ taste,” must be cared for. 

“Some demon whispered, ‘ Visto, have a taste,’” 

and Pope tells us how dismal were the ultimate results to Visto. The true hobby is a 

sincere, spontaneous, and unmistakable thing. It may often take strange forms—for 

the collecting instinct in mankind is as strong as it is various ; but undoubtedly, the higher 

and more really beautiful are the objects in view, the more rational and lasting will be the 

collector’s delight in his possessions. It is of course possible to have a keen passion for 

very absurd things, to nourish a sincere mania for china dogs, or for fiddles, or for cocked 

hats ; but in these cases the collector can hardly enjoy much of that sympathy and emu¬ 

lation which give zest to his pursuit in less eccentric cases. Now, in art there is no 

question of personal caprice, the value of art treasures being absolute, not arbitrary; and 

undoubtedly the pleasure of the dilettante is higher for that reason. He has the satis¬ 

faction of knowing that he is not indulging in a mere phantasy. It must be pleasanter 

to study the points of a good picture than to gloat over an unique postage stamp. 

It is scarcely necessary to say that art collecting must perforce mean generally the 

collecting of objects of reproductive art. To collect pictures must always be the luxury of 
t the 
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the very few ; for even a large picture buyer can hardly be said to collect in the sense 

which implies the delightful pre-occupation of a perpetual search and constant acquisition. 

A quaint author, in an anonymous work written more than a century ago,* says : 

* “ Sculptura-Historico-Technica ; or, The History and Art of Engraving.” London: S. Harding, on the Pave¬ 

ment, in St. Martin’s Lane, 1747- 

“ Prints are as useful as entertaining. They represent absent things as if they were 

present. ... I am surprised to find so few gentlemen professed admirers. Nothing 

is also more proper to form a taste than prints : they give us a tincture of the fine arts ; 

they assist us to arrive at the knowledge of paintings,—for if we examine them attentively 

they make us discover the different manner affected by each school and master.” 

Print-collecting requires some preparatory study, which is in its favour as a hobby ; 

for we all are the better for the civilization and cultivation of all our tastes, and for 

the perfection of one or two. Natural taste is, as a rule, barbarous, a fact which may 

be proved by the music of the masses. Tunes of vulgarly marked rhythm and rowdy 

character run like wildfire through a whole population ; while, to go a step lower, some 

ears there must be which take pleasure in the German concertina played occasionally in 

our streets, an instrument of torture having unchangeable chords. Vulgar pictures—trashy 

in feeling, and as painful to the eye in their jar of colour as the German concertina is to 

the ear with its jar of keys—are also popular with the many. But that the love of true art, 

and the power of its development, are latent, even in the untaught mind, is evidenced by 

taste as it comes under cultivation naturally leading in one direction and towards one 

height of excellence. No true musical student ever rejected Beethoven, and no real art 

student ever refused Raphael. There must, then, be a tendency in human intelligence 

which responds to the right impulse given by a touch of cultivation. It is also a truth 

that few pleasures are lasting which do not involve a certain amount of labour. Now, 

the print-collector has plenty to do in the way of perfecting his taste and his eye when 

he has once entered the world of dilettanti. 

There are people who consider it, or say they do, a crime to allow sordid motives to 

influence them in the purchase of works of art ; but human nature is pretty much the 

same everywhere, and it cannot be denied that to buy well—which means making the 

best use of one’s knowledge and judgment—is to most persons a pleasure in itself. There 

is a certain satisfaction in knowing that value has been obtained for the money expended ; 

and there is a further satisfaction in feeling assured that should the necessity arise for the 

disposal of what has afforded so much pleasure to collect and to possess, the sum realized 

will prove the investment to have been sound, that one’s hobby has been ridden profitably. 

Collectors who judiciously accumulate, can, by watching their opportunity—their 

chances are sure to come if they are patient,—generally obtain a handsome profit, should 

they have fallen in love with another fancy, or should necessity compel them to realize. 

There is of course a risk in selling as in buying, but in doing either, as in other matters, 

“knowledge is power.” In selling prints, either duplicates turned out or an entire collec¬ 

tion, it is unwise to put a .reserve price on every lot; for if it be not reached, and lot after 

lot be bought in by the auctioneer, the dealers very soon find it out, and probably refuse 
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to bid at all. Mr. Hodge (Sotheby, Wilkinson & Hodge), who, with his partners, must 

have disposed of some millions of old prints under the hammer, advises his clients that the 

best prices are always reached at unreserved sales ; the lots as they appear are closely 

scrutinised, and, if the prints are good, the competition will often be of the very keenest. 

A collection sometimes so grows as to become unmanageable, or the owner hesitates 

to extend it by laying out more money; and then there is nothing left but to stop alto¬ 

gether, or have a clear out and begin again. This is what befel the writer, who early in 

the present season sent a portion of his collection of Bartolozzi’s prints, including some 

mezzotints, to Christie’s for disposal; and he had the satisfaction of finding that in nearly 

all cases he had bought well, in some exceedingly so. The prints then sold realized as a 

whole about three times their original cost; but it must be borne in mind that many were 

purchased ten, fifteen, or even twenty years ago. The following are a few instances of the 

profitableness of a hobby. The writer had recently purchased from a curiosity dealer, who 

occasionally sends him prints for inspection, a proof of Conde’s “ Mrs. Fitzherbert,” after 

Cosway, for five shillings ; and at this sale, a few months afterwards, it was bought (lot 121) 

by a dealer for £6 6s. “ Psyche going to Bathe ” and “ Psyche going to Dress,” and 

another of the same character (lot 28), he gave half a crown each for at a recent sale of 

miscellaneous effects; they brought £6 icxr. “Miss Duncan” (lot 173) he found in a 

quantity of miscellaneous prints purchased at Puttick’s for six and sixpence; it brought 

£2 2s. ; and many similar instances could be added. 

When a man is known to be a collector, opportunities to buy well, either at sales 

or through dealers, are sure to present themselves to him. As regards buying privately, 

dealers of course have the best of it. Not so long ago a person walked into a well-known 

print shop, and showing a roll of prints, containing about a dozen, asked .£10 for it, which 

was at once handed over. One example only out of the twelve was shortly after sold at 

Christie’s for nearly ,£100. But what was its title, or what were the nature of others, the 

writer never heard ; for the dealer, perhaps thinking he had already told too much, grew 

reticent, and refused afterwards to return to the subject. 

CHAPTER 
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CHAPTER XXX. 

Hints on Beginning the Collecting of 
Prints. 

&riTrSfrI\fPCOQ have always a guide to the value of a print in 
£ ^ the quality of the drawing ; for if this be good, 

M 3 the print can hardly be thoroughly bad. No amount of mechanical skill and 

height of finish will compensate for the defect of bad or uncertain drawing ; and in looking 

for imperfections, the collector gradually educates or improves his own judgment in this 

important matter. A novice in collecting should begin by buying what he likes, and not 

what other people like. It may be that at first he will buy badly, and he will certainly 

make a great many mistakes ; but every mistake acknowledged to one’s self is a step 

in the right direction. This may seem at first a process costing time and trouble, but 

experience cannot be had at a bargain. It is better to gain knowledge by experiments, for 

knowledge so gained is living ; whereas to go groping through the tastes and experience 

of others does not really inform the taste. As the collection increases, and opportunities 

offer for close and studious examination, taste will improve; what was once liked may 

cease to give pleasure, and examples of a higher class will be sought for. It is more than 

probable that at first the large sums asked for prints in the best and brightest condition 

will frighten the beginner, who will content himself with impressions at a quarter, or, may 

be, even a tenth of the price. And this is just as well; for by buying and closely studying 

inferior prints, or rather inferior impressions of good prints, an intimate knowledge is 

obtained, which, in the course of time, must lead to a fuller appreciation, and the student 

will cease to wonder at high prices, or at the eagerness with which fine examples are 

coveted and hunted out. 

A broad and safe rule for the collector to follow when his taste is sufficiently formed, 

is to give the preference to the most beautiful examples. Old editions of books on 

subjects of interest are scarce and valuable ; while the wearisome and ponderous tomes of 

the schoolmen, stuffed with platitudes as ponderous as themselves, can be purchased in any 
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quantity for the price of waste paper. The interesting books were plentiful enough when 

first published, but in being passed from hand to hand were gradually thumbed out of 

existence ; while their heavier neighbours were perhaps hardly ever opened. The same with 

engravings : pleasingly-treated and beautifully-executed subjects have always been popular, 

and, although not altogether thumbed out of existence, they have endured some equivalent 

ill-treatment in the shape of damage and destruction caused by framing, varnishing, 

chopping round or cutting out, and sticking into scrap-books. Hence really beautiful 

examples of old engravings in good condition are, by reason of their rarity as well as of 

their charm, always worthy the careful attention of the collector. 

The writer began, from the pure love of it, to collect prints more than twenty years 

ago, and from first to last a large number has passed through his hands. He started with 

the vague idea that a print was a print, only some perhaps prettier and more striking than 

others, and therefore to be more coveted. He only partly understood the reason why a 

single example of a fine, bright engraving—say a mezzotint portrait—should bring twenty, 

thirty, fifty guineas or more under the hammer at Christie’s or Sotheby’s ; while a mis¬ 

cellaneous lot of old engravings in a sale at Puttick’s (the same thing has occurred 

repeatedly at Christie’s and Sotheby’s) realize but a few shillings. The purchase of a few of 

these miscellaneous cheap lots was first indulged in, and evening after evening was spent in 

their almost microscopical examination. The lots consisted principally of what collectors 

designate as rubbish, i.e. torn, stained, damaged, close cut, or inferior impressions, and prints 

by artists of little or no repute. Bryan’s valuable “ Dictionary of Painters and Engravers,” 

was always at hand for reference; and every engraver whose name, monogram, or mark 

appeared on a print, was at once turned up and carefully conned. This system of purchas¬ 

ing miscellaneous lots went on for a considerable time ; what were considered the best 

examples being put on one side, to form a nucleus of a collection. In course of time some 

hundredweights of rubbish had accumulated, and the mass was sent back to the auction- 

room with instructions to sell without reserve. When thus disposed of, and the commis¬ 

sion for selling deducted, it realized very nearly the aggregate of the small sums originally 

disbursed ; so that for an insignificant outlay, opportunities had been afforded—of which 

full advantage had been taken—to make a close study of the style and works of a number 

of engravers. An acquaintance to some extent had also been made with the various 

classes or descriptions of engraving, to one only of which—line, mezzotint, stipple, or 

etching—the collector often eventually gives his principal attention. 

The purchase of more select, and necessarily more expensive, lots followed, these 

in turn being submitted to a still closer and more critical examination, and the unsuitable 

examples eventually finding their way back to one of the sale-rooms for re-sale at any 

price that they would fetch. Single examples were purchased at comparatively high 

prices, when their value became sufficiently appreciated. In buying miscellaneous cheap 

lots, it is not very often that any treasures crop up; but occasionally a windfall* does 

* The practice of “ baiting” a lot of rubbish with one or two plums is not by any means unknown to auctioneers’ 
cataloguers, but the fact remains that fine prints are occasionally picked up in this way. 

occur, and on more than one occasion the writer has found a valuable proof—sometimes 

several—in parcels which were considered to be of no value. 
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Where collectors are averse from purchasing mixed lots, either small or large, and do 

not care to be saddled with anything but what they absolutely require, then they must 

patronize the dealer ; but to the genuine print-hunter, who often knows a great deal more 

about the special class of print he has studied than the average printseller, such a manner 

of forming a collection is far too commonplace and uninteresting. Many treasures, how¬ 

ever, that collectors are on the look-out for naturally find their way into the hands of the 

dealers, and can often be purchased from them even more advantageously than at sales. 

In acquiring prints two important conditions ought to be looked for: they should be 

early impressions, and in good condition. There is, however, another which is too apt to 

be lost sight of, and that is, that the impression should be well printed; for, in stippled and 

mezzotint engravings especially, it by no means follows that even consecutive impressions— 

and the same applies to proofs—are equally good. A printer in one impression will charge 

the plates with exactly the right amount of ink, or, more correctly, he will leave in wiping 

exactly the right amount in the engraved work of the plate to produce the richest possible 

effect, while in another impression he may have wiped too much of the ink out, or even left 

too much in : the former would give a weak impression, and the latter a dark, heavy one, 

in which the more delicate portions of the engraver’s work would probably be covered up, 

and lost. Hence the distinction ; and nothing but experience will indicate the difference in 

effect and value. The colour of the ink used in printing stippled prints and mezzotints, 

also affects their value. It varies considerably, but preference is usually given by collectors 

to such examples of mezzotints as are printed in a. rich brown-black and warm brown, 

the latter colour and a full rich red being sought for in stipple. A cold, forbidding black is 

least appreciated. 

Fine proof impressions of rare prints at relatively high prices are generally worth 

buying, for there is a constant upward tendency in value; but the buying must be done 

with judgment and knowledge that can only come with'experience. 

As to the storage of engravings, nothing is better than the old-fashioned leather- 

backed portfolio, which ought to have buckram flaps at the sides of sufficiently ample 

dimensions to keep out the dust. For showing prints a wooden portfolio stand will be 

found a useful adjunct. 

It is unadvisable to mount prints in good condition ; but if considered necessary, it is 

best done by attaching the corners only, by means of small strips of gummed paper, to the 

mount. A print that is “ laid down ”—i.e. pasted on a sheet of thick paper for the purpose 

of strengthening—is always open to suspicion, for it suggests tears, damages, creases, and 

other imperfections which can be the more readily hidden or removed by this treatment. 

CHAPTER 
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CHAPTER XXXI. 

Proofs, States, and Signatures. 

i. Artist's proofs. These, in modern engravings, are the 

earliest class of impressions, and considered the most 

about the year 1850 they seldom bore descriptive lettering 

under the design, except the name of the painter in the left hand corner, that of the 

engraver in the right, and dated publication line or imprint in small letters at foot, and 

this applies to proofs of prints by Bartolozzi and his school.* Since that time, however, 

* Proof impressions (engravers’ proofs) of Bartolozzi’s prints are occasionally met with entirely unlettered. 

a modification has been made by omitting all lettering under the design, the publisher’s 

imprint and date of publication alone appearing in small and unobtrusive letters at the top 

of the print and close to the design. 

2. Proofs before letters on “ India ” paper. These bear the names of the painter and 

engraver in the left and right hand corners, and the publication line in the centre, all 

close under the engraved work. 

3. Proofs before letters on plain paper. Lettering same as No. 2. 

4. Lettered Proofs on “ India "paper. By a “lettered proof” is meant a proof bearing 

the full lettering—that is, a description of the subject, including name of painter, engraver, 

publisher, and date of publication. The lettering is sometimes scratched in a round hand 

on the right lower corner of the plate, or it may be in ordinary open print letters in out¬ 

line ; examples in the latter state are sometimes termed “ open letter proofs.” 

5. Lettered proofs on plain paper. 

6. Prints on “India"paper. Before these are printed, each letter forming the inscrip¬ 

tion receives a line through the centre: the dedication line, if any, is also generally added. 

7. Prints. This is the ordinary state of the plate, the same as No. 6, but printed on 

plain paper. 

Engravings that bear the mark of the Printsellers’ Association are stamped as follows : 

No. 1 in left hand lower corner; Nos. 2, 3, 4, and 5 in right hand lower corner; Nos. 6 

and 7 are not stamped. 
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States.—“ First state,” “ second state,” “ third state,” “ rare state,” “ unique state,” 

and so on, ad nauseam, are, in connection with prints, terms constantly used by enthusiastic 

collectors and dabblers in art. The meanings of these terms are very vague and mys¬ 

terious to many people, who yet have no manner of doubt that the print described as of a 

certain “ state ” must be valuable. It is argued that a “ state ” implies an early impression, 

which is true ; but if this be the only advantage, the collector who is incapable of telling 

an early and brilliant impression from a late and worn one, would be wise in retiring from 

the pursuit. It appears to be too often forgotten that there never was and never will be 

a print published without a certain number, more or less, of trial impressions being taken 

to test the state or progress of the plate. These early and imperfect trial-proofs are, 

however, looked upon by many collectors as if they were Bank of England notes. Should 

an engraver, after finishing a plate, find a word misspelt—some of the early masters 

were dreadfully weak in their spelling,—then he alters it, and the print before such 

alteration is a state, and accordingly highly valued ; or it may be, a little bit of shading 

is added, or something taken out, or the alteration may be really an important one ; 

but whether or no, early impressions are all “states,” and prized accordingly. If an 

example of every state is to be included in a series, then a perfect collection becomes 

an utter impossibility. A collection embracing all known states is another matter; 

but a pertinent question will naturally suggest itself as to the possible number of 

unknown states, which the unhappy collector can never hope to possess,—of the trial 

proofs (all “ states,” be it remembered) that an engraver takes for his own purposes and 

destroys as worthless.* The earliest condition of a print, usually termed the “ etched 

* Mr. W. G. Rawlinson, in his Turner’s “Liber Studiorum,” suggests calling early unfinished impressions 

“Engravers’ Proofs,” which is a term that could hardly be misunderstood. 

state ”—that is, an impression after the plate has been once bitten, but is untouched by the 

graver—is flat and uninteresting, and may be compared to a painter’s canvas upon which 

the subject has been roughly indicated, but where the soul of the picture, the finish and 

life, are as yet entirely wanting. No one would give very much for a canvas in this 

condition ; and yet a print in a similar state will, on account of its rarity, often fetch many 

times the price of a complete and brilliant impression. This mania on the part of col¬ 

lectors—for it is nothing else—is sometimes pandered to by modern artists whose position 

ought to place them above the breath of suspicion. Engravers and etchers of eminence are 

known, when a plate has grown towards completion, to have caused a certain number of 

impressions to be struck from it, which number has been several times repeated after 

each purposely trivial alteration or addition to the plate ; and such proofs of various 

“ states ” have been put by, and “ let out ” occasionally as great rarities, and, of course, at 

big prices. When a special study is made of the works of an engraver, and the collector, 

after obtaining the finest completed impressions, goes back to the beginning, and gradually 

gathers together examples of all the known states in a progressive series, his collection 

has an interest in itself, as showing the handiwork of the artist, and the alterations and 

improvements he effected from the first biting to the finished proof. But there are those 

who, without any such definite object, are led by mere force of example into giving long 

prices for and accumulating prints in imperfect states. 
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SIGNATURES.—The imprints or signatures on engravings, in addition to the descrip¬ 

tive lettering, are: on the extreme left, the name of the painter or designer, thus— 

Angelica Kauffman, pmxit, pingebat, or pictor (or pictrix), (from pingere, to paint), 

abbreviated to pinx{, pinx. ; delineavit, delineabat, or delineator (from delineare, to draw 

or sketch), abbreviated to delin., del., d. ; invenit, inveniebat, or inventor (from invenire, 

to invent or design), abbreviated to inv.; designavit (from designare, to design), abbreviated 

to desig, des.;—on extreme right, that of the engraver, thus—F. Bartolozzi, sculpsit, or 

scidpebat, or sculptor (from sculpere, to cut or engrave), abbreviated to sculp., scid., sc., s. ; 

fecit, or faciebat (from facere, to do or make), abbreviated to fact, fac., fee., fa., fe., f. ; 

incidebat, or incidit (from incidere, to cut or engrave), abbreviated to incid., inci., inc. ; 

caelator, caelabat, caelavit (from caelare, to chase or incise), abbreviated to cael. The perfect 

tense (as in pinxit) is more generally and appropriately used than the imperfect {pingebat). 

The use of the latter may be attributed to either carelessness or ignorance, as it is im¬ 

probable that the artist intended to imply by the use of the imperfect tense that he was 

accustomed to paint pictures of a particular class. 

In addition to the foregoing descriptions, the word excudit, or excudebat, or scudebat 

(from excudere), abbreviated to excud., excu., exc., ex. ; scud., sc., s., with a name before it, 

frequently appears in the centre of the plate, in a line with the names of the painter and 

engraver, and above all other lettering ; it is a curious fact that the meaning intended 

to be conveyed by its use appears to be in some danger of becoming altogether lost. As 

there are several meanings * to excudit, it might equally be intended to indicate the work 

* Excudo {excudere), to strike or drive out. Of eggs—to hatch. To prepare by striking, to forge. To prepare or 

make anything. Of a writing—to compose. 

of the printer* or the publisher, and examples are occasionally met with where the word, 

* That the printer was not intended to be indicated by the use of the word excudit may be easily proved by many 

examples, but one will suffice: in a mezzotint entitled “ Ladys Maid Soaping Linnen”—Hen. Morland, pinxt.—Phil. 

Dawe, fecit—Carington Bowles, excudit, the publisher’s imprint is thus worded,—Printed for Carington Bowles, Map 

and Printseller, No. 69, St. Paul’s Church Yard. 

with two distinct names, appears twice on the same plate. It was seldom, however, that 

the work of the printer was considered of sufficient importance for his name to appear at 

all, and some other explanation is required. The difficulty in connection with the word as 

indicating the publisher, is in its superfluity; as in the publication line, or imprint as it is 

sometimes termed, at the foot of the plate, the name of the publisher appears again, with 

his address and the date of publication. On this being pointed out to many of the best 

known authorities, no satisfactory explanation was forthcoming ; the most reasonable being 

that in case the plate ever changed hands and became the property of another publisher, 

the bottom line would be removed and another imprint substituted, but the name of the 

original publisher would still be left as a record of original publication. This explanation 

is, however, a lame one, and eminently unsatisfactory ; for it can hardly be imagined that 

reputable firms—like the Boydells, for instance, who frequently adopted the term—would, 

in causing a plate to be engraved, have the remotest idea of its some day changing hands. 

Moreover, the use of the word for this purpose would really be no protection at all, as 

nothing is easier than removing the lettering, or any portion of it, from a plate ; and were 
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a copperplate to change hands, and the publisher’s imprint be taken out and re-engraved 

the repetition of the original publisher’s name, with the word excudit after it, would be 

certainly removed also. In every one of the numerous prints examined, the name before 

excudit—even when it is that of a firm—invariably tallies with that in the publisher s 

imprint. The explanation which the writer has arrived at for the name of the publisher 

appearing twice in the manner indicated, is as follows : At the time this word was in use 

there were only two kinds of impressions—unlettered proofs, without the publisher's name 

and address, and lettered prints, with it, in both of which the painter’s and engraver’s names 

would appear; and the publisher placed his name against theirs, with the word excudit, 

in order to identify himself as the publisher of the unlettered proofs as well as the lettered 

prints, without which there would have been no publisher’s name on the former.* 

* It will be observed that the word excudit bears a close resemblance to “executed,” and doubtless by the thought¬ 

less is sometimes invested with the same meaning, more especially as the latter word occasionally occurs on prints ; as 

in a mezzotint, entitled “The Family Barber,” No. 180, page 81, vol. i., of “Bowles & Carver’s Caricatures”—the 

British Museum title to an imperfect collection—with the following imprint : “Drawn from the Life and ext. by J. 

Dixon—printed for Carington Bowles,” etc., undated, but probably published about the year 1770. This example is not 

singular, as imprints similarly worded appear in other mezzotint caricatures by the same publishers, as in “ The Old Beau 

in an Extasy,” No. 286, page 28, vol. ii. same collection. 

Combinations are often used, as del. et inv., inv. et sculp., which require no explanation ; 

and occasionally where the pupil has been working under the master, the latter will appear 

with direxit (from dirigere, to direct or superintend) after his name, in addition to that of 

the pupil as engraver; and perfecit (from perficere, to perfect or complete) appears when 

the engraver has finished a plate commenced by some one else. 

CHAPTER 
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CHAPTER XXXII. 

How to Judge Prints. 

/^M rpjn\rQ and the,r qualities are not to be mastered by one effort or 

4 by two; and the phrase which heads this chapter may 

-it perhaps, be classed with “ How to learn French in a fortnight,” and “How to 

swim without going into the water.” There are intellects capable of assimilating a language 

in a fortnight or less ; and, doubtless, there are some peculiarly gifted persons who, after 

listening to a lucid theoretical explanation of the art of swimming, have fearlessly plunged 

into the water, and become as much at home in the new element as if they had gone 

through a course of practical lessons. These, however, are exceptional people. And in 

learning to judge prints, as in everything else, there is for ordinary minds no royal road ; 

for without assiduity in using opportunities, producing in course of time a true experience, 

little progress can be hoped for. All that can be done here is to indicate rather than teach. 

A taste in a certain direction usually develops itself accidentally. A collector often begins 

by purchasing prints, miscellaneous in character, of what he considers to be pleasing sub¬ 

jects ; and whether he continue the practice of general selection, or eventually settle down 

to the pursuit of a certain class, his object will always be, as his technical taste improves, 

to obtain the brightest and finest, and sometimes the rarest, impressions. To understand 

the difference between those that are bright, fine, and rare, and those that are not, con¬ 

stitutes the art of judging prints. Proofs are treated of in another place ; but in judging 

prints, something more is required than a knowledge of mere differences in lettering. Every 

impression that is taken from a copperplate helps to wear it down, and to decrease the 

brilliancy of the one next succeeding; and to this point careful attention must be given. 

As mentioned elsewhere, there are proofs and proofs, and there are also prints and prints, 

early impressions and late impressions. An early impression may be compared to a distant 

view seen through an opera glass focussed to bring out the picture sharp, crisp, and clearly 

defined ; and a later impression may be likened to the same view seen through a glass 

more or less badly adjusted, so that it appears not quite so sharp, or even as somewhat 

blurred and foggy. Engravings when first printed have ample, wide margins, and are clean 
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and uncreased. To obtain the finest specimens from plates when in their finest state, and 

as nearly as possible in their original condition, must be the object of the collector; who, 

for the purposes of study and comparison, will probably make use of the finest collection 

of prints in the world, that in the British Museum. Altogether there cannot be far short 

of a million engravings there, many of them being unique impressions ; and yet the very 

existence of a Print Room at the British Museum is almost unknown to the public at large, 

and utterly so to ordinary visitors. A ticket of admission to the Print Room, which allows 

an examination of its treasures, is just as easy to obtain as one for the Reading Room, 

—a recommendation from a respectable householder only being required. The prints 

are carefully arranged under schools, and subdivided under the names of the painters 

and engravers. The British Museum collection of Bartolozzi’s prints* is a very fine one, 

* The South Kensington Museum contains very few examples, and those mostly unimportant. 

but a considerable portion consists of duplicates and proofs in various states.* They, with 

* The mechanical facsimile reproduction of some of the rarer treasures stored away in the Print Room of the British 
Museum, with a view to examples being distributed at a low cost amongst the various art schools scattered over the king¬ 
dom, is shortly to be undertaken. It is to be devoutly hoped that the Trustees of the Museum will select for the purpose 
one of the photo-gravure processes, by which impressions are produced direct from the copperplate, so close to the original 
as to almost, if not quite, deceive the expert; even the marginal plate-mark, so dear to the heart of the collector, is there. 
Photographs—or what look like photographs—are an abomination in the sight of the print lover. 

the whole collection, are to be catalogued in print some day ; but when that day will 

come—as the matter appears to depend entirely upon the liberality of a not too liberal 

Government,—it would be useless to hazard even a guess. The work has been talked 

of for years, and the authorities have even gone so far as to get out a few proof pages, 

but whether anything more than th'is will be achieved during the present or next century 

is somewhat problematical. 

CHAPTER 
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CHAPTER XXXIII. 

Deceptions with Prints. 

r1 TTO description of the deceptions practised in connection with prints would 

fill a volume; and the ingenuity and adroitness of manipulation dis. 

played are so great that only experts can discover in what manner the tampering 

has been effected. Prints are “ tinkered ” to a greater extent than would be believed 

possible. At a fire a parcel containing several fine and valuable proofs, all of one subject, 

was badly burned at one end only, and the proofs were sold with the other salvage for 

an old song. The purchaser on examination found that some of the engravings had 

been turned the reverse way ; and he was able, by employing a restorer, who removed 

the burnt end of one and substituted the undamaged portion of another, to secure two 

fine and apparently perfect proofs, which when framed and disposed of realized a very 

remarkable profit indeed. It need hardly be said, that to thus restore a partially burnt 

print by the addition of a similar portion from another, so as not to be readily discoverable, 

involves the very perfection of skilled labour. 

To turn a lettered India print into an unlettered India proof would seem an impos¬ 

sibility ; but it is done with comparative ease. The India print is cut down all round 

close to the engraving, the lettering being of course also cut away. The print is then 

skilfully reduced in thickness by splitting, * or if too tender, by rubbing down from the 

* Vide chapter on ‘ ‘ Print Restoring, Inlaying, Splitting, and Cleaning. ” 

back. A clean sheet of India paper, of the same tone as the India print, but of a larger 

size, so as to show a clean blank margin, is then mounted on a piece of still larger plain 

paper, and the cut-down India print in turn is mounted in the very centre of all, or rather 

in such a position as to show the usual margin all round. Before drying, the manipulated 

print is subjected to immense pressure, which so forces the mounted print into the India 

paper, as to entirely hide the difference in the thickness of the material. A false plate 

mark is added by laying a plain steel or copper plate of the proper size on the face 

of the print, and again subjecting to pressure. India paper impressions, as well as 
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unlettered proofs, can of course be produced in this manner. The writer recently saw 

a volume containing a collection of portraits by George Vertue, supposed to be India 

paper impressions—there is a legend that some few such impressions were originally 

printed,—and believed by their confiding owner to be worth about ^300. A very little 

examination showed them to be split prints—bright examples having been originally 

chosen for the purpose,—-and the approximate value of the whole collection would perhaps 

be the figure imagined, less a cypher. 

Prints thus turned into proofs will deceive all except the very experienced ; but when 

the weak spot, the result of the manipulation, is pointed out, they can be readily 

distinguished, thus: If an untampered-with engraving be examined, it will be noticed 

that the extreme edge of the engraved work all round the plate is never defined with 

absolute sharpness, as if the edge had been cut with a razor, but has rather a rough, 

irregular or burry appearance, which would not be noticed unless the print were closely 

looked into; and it is by the absence of this irregular edge that these manipulated print 

proofs can be distinguished. In cutting them down, the division is made on the extreme 

outer edge of the engraved work itself; for if the slightest margin were included, it would 

afterwards certainly show, and the fraud would be self-condemned. Print-proofs, carefully 

doctored in this manner, will stand almost any amount of inspection, even when unframed ; 

and the test given—an absolutely sharp edge to tfie engraved work all round—is, so 

far as the writer is aware, the only one by which they can be distinguished. False 

margins, with a view to increase their value, are added to closely cut prints in so skilful 

a manner, as, especially when the engraving is framed, to defy detection.* 

* Vide chapter 011 “ Print Restoring, Inlaying, Splitting, and Cleaning.” 

Another way of manufacturing valuable proofs is to obliterate the title from the 

plate by “stopping out.” The plate having been proved (the best and brightest 

impressions being taken in the process), and the lettering having been added thereafter, 

it would be imagined that no further “ proofs before letters ” could by any possibility 

be obtained. Modern ingenuity is, however, quite equal to the task. Should further 

unlettered proofs be required, the wording on the plate is temporarily got rid of by 

“ stopping out,” in this manner : the letters are filled in, to the level of the plate, with 

a soft composition, which is then heated until hard, and for the time they practically 

disappear. As many so-called “proofs before letters ” as are wanted are printed off; 

the composition is then removed, and the plate restored to its former lettered state. 

Such a proceeding is neither more nor less than swindling, for which there appears to be 

only one absolute remedy.* If “stopping out,” however, be suspected, its traces can be 

* Vide chapter, ‘ ‘ The Printsellers’ Association. ” 

sought for by a careful examination of the print held sideways in a good light, when an 

impression of the whole or of some portion of the lettering will be faintly visible. 

Amongst the minor deceptions or dodges, which could only be practised on the 

credulous and ignorant, is that of adding the word “ Proof” to ordinary prints, and selling 

them as great bargains at print price. One man was recently thus making several pounds 
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weekly, and may be doing so still. His practice was to lay in a stock of popular prints, 

with which he travelled from place to place. He had a printed descriptive list, issued by 

the publishers, on which the prices of both proofs and prints are given. He always showed 

a print first, and while drawing attention to its beauties, pointed out the published price 

of both print and proof; and if hesitation were shown, he offered an apparent proof— 

the word proof (previously skilfully added with a fine brush) was on the sham proof, 

which he tendered at print price ; this often secured a purchaser. 

Prints after George Morland—more especially those of a better class,—both coloured 

and plain, now bring high prices; they are very pleasing, highly decorative, and much 

sought after. The art of aquatint engraving, by which prints of this class were mostly 

produced, having been superseded by the cheaper process of lithography, which closely 

resembles it, is now little practised ; and it is therefore hardly to be wondered at that 

aquatint prints, after Morland, are being freely imitated,—and so closely and success¬ 

fully, that the fact up to the present time would appear to be almost unknown. The 

lithographed imitations are of foreign production, and are sent over in small quantities at 

frequent intervals, to be disposed of in the sales of miscellaneous works of art so frequently 

held in the metropolis and the larger towns. Much innocent surprise has certainly been 

expressed as to how so many Morland prints have lately appeared in the market. But 

it does not seem to have yet struck buyers that such prints are being manufactured 

wholesale; however, such is the fact. Morland’s prints, like Bartolozzi’s, harmonize 

particularly well with old-fashioned furniture ; and it struck the writer some years ago, 

that if the public taste in this direction remained unaltered, prints of this class would 

be almost certain to be imitated by the easy and inexpensive process of lithography 

In regard to Bartolozzi’s (stippled) plates—and stippled plates generally,—the same danger 

does not exist; for there is at present no process known by which imitations sufficiently 

good to deceive the expert can be made. Photographic copies of prints, nevertheless 

are now produced so like the originals that it is sometimes difficult at the first glance 

to distinguish one from the other. For their detection, it may be borne in mind that 

a photograph is a flat impression ; while the work in an engraving, more especially 

the heavier portions, is raised, and can be seen and felt. Copperplate impressions 

also show the plate mark in the margin ; that is, the depression produced in the 

paper by the plate, owing to the great force of the press. There are, however, 

modern photographic gelatine processes, as the autotype, in which the work is slightly 

raised in the heavier portions, producing an effect more closely approximating in this 

particular to that of impressions from steel or copper plates. But little or no more 

discrimination is required to distinguish these, than to recognise ordinary photographs; 

they are moreover published as reproductions, and with no intention to deceive. 
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CHAPTER XXXIV. 

Modern Reprints from Worn-out Plates, 
and How to Distinguish. 

/'I C7t ^7+ 7^0 Pr“lts> whether old or modern im- 
^ ^ O pressions, are all printed direct from the 

JL/ copperplates; and it is only by the brilliance and beauty, or the ghostly- 

looking worn-out appearance, as the case may be, that one can be distinguished from the 

other. But when the enormous difference is once fully recognised and appreciated, further 

mistakes on the part of collectors are simply impossible. 

An examination of a couple of impressions side by side—they need not necessarily be 

the same subject,—the one printed during the great master’s lifetime, and while the plate 

contained the work he put into it; and the other a modern reprint, from which all the more 

delicate portions, as the lighter stippling on the flesh, have long since departed by over¬ 

printing, will show at once the wide gulf that divides them. 

The paper on which the old Bartolozzi engravings were generally printed, was a soft 

“ laid,” or ribbed, Dutch hand-made; which, on being examined against the light, showed 

considerable indications of what is termed by paper-makers, foulness, or specks of dirt, and 

dark unevennesses of substance, caused by the imperfect disintegration of the pulp. The 

machine-made paper, used for modern impressions, is much more perfect in these respects; 

and the water-mark, or ribbing, appears, when held up to the light, perfectly uniform, as it 

is in all papers of modern manufacture. A soft wove paper, which shows no ribbing, was 

occasionally used, as it is now for modern impressions. Bartolozzi’s, and all prints of his 

school, otherwise than book illustrations, were published with ample white margins, which 

ended on one or more sides, according to the original size of the sheet of paper, with a 

peculiar rough or frayed edge, caused by the mould. This is one of the distinguishing 

marks of hand-made paper. An example of this edge may be seen in a Bank of England 

note. 

About five and twenty years ago, a well-known now retired dealer in miscellaneous 
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works of art, began gathering together copperplates by Bartolozzi, and reprinting from 

them. He was a shrewd man, with a keen nose for future profit, and capable—as the 

result proved—of gauging in what direction the public taste would tend. The copper¬ 

plates, when purchased, were considered worn out; and, years before, as many bright im¬ 

pressions had been taken from them as they were thought capable of yielding. After their 

long rest the plates were again brought into use, and impressions—mostly in red—were 

taken, until the finer parts had disappeared altogether, and hardly a trace of the original 

rich and brilliant beauty remained. Another person, in an extensive way of business, 

owns to having made a large sum in “ four figures ” in this manner. A third confesses 

that he has had tons of engravings printed of the Bartolozzi school. He kept several 

men constantly employed in dipping sheets of paper into a solution of tobacco juice toned 

down with a little black writing ink, for the purpose of producing the appearance of 

age ; and two of his men, who were daily engaged in this way for long periods together, 

became at length so ill from the effects of the nicotine absorbed into the system, that they 

barely escaped with their lives. The trade has been a very profitable, but hitherto—collec¬ 

tors may thank their stars !—a most clumsily-conducted one. Nothing could have been 

easier than to manufacture paper which in texture, substance, surface, and tint, would 

exactly match that used by the printers in Bartolozzi’s time. Staining with tobacco is a 

poor makeshift, and can be easily detected. The modern process of steel-facing, by which 

the surface of a copper plate is coated or faced with a thin layer of hard steel is effectual, as 

it prevents all further wear ; but, of course, it comes too late as regards the already worn- 

out plates of Bartolozzi. The complaint against producers and vendors of prints of this 

class, is not in respect of the mere printing and selling, but relates to the gross deceit prac¬ 

tised in connection therewith. Some of these offenders go so far as to write lying dates on 

the margin of the prints, using a special brown ink, doctored up for the purpose, and giving 

the semblance of age. They also practise the “ stopping out ” of the whole of the lettering 

except the painter’s and engraver’s names (a process described elsewhere), and mark the 

impressions—“ fine proof,” “ proof before letters,” “ very old impression,” “ very scarce,” 

“ first state,” “ second state,” " only one in this state ” (and a good thing too !), “ unique 

state,” “ only six printed in this state,” or with any other^lies which their ingenuity may 

suggest, and whereby they hope to effect sales at increased prices. Persons who act in this 

manner do even more harm than they intend. They ruin the taste of the public, who in 

purchasing follow what they conceive to be the fashion ; and naturally failing to discover 

beauties that have no existence, become apathetic, or, more probably, disgusted. The 

system indirectly hurts the print-dealers too, for many an embryo print collector who has 

had foisted upon him specimens of this kind of ingenuity, has had his hobby absolutely 

strangled ; while had it been judiciously tended and fostered, it might have assumed a 

robustness that would have been a source of profit to them, and of enjoyment for the 

remainder of his days to him. 

Of course there are degrees of badness even among these modern reprints. The earliest 

of them would be almost equal to the latest taken at the time the plate was discarded as 

used up ; but the signs of wear would soon increase, as hundred after hundred were 

struck off. It may also fairly be argued that some plates were put aside by the original 
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publishers in a more worn condition than others. Impressions of popular subjects, much 

in demand, would naturally be repeated until it was judged that the copper would yield 

no more that were passably good ; while less admired plates might be discarded after less 

hard work, and naturally in somewhat better condition. 

The trade price of these prostituted prints—usually printed in a bright but unwhole¬ 

some-looking red—varies according to the rapacity of the dealer. The largest sizes may 

be purchased wholesale for 3.?. 6d. each, and the smaller for is. or less, according to the 

quantity taken. The selling price may be anything : a guinea for an unframed print is a 

favourite charge; but of course two guineas would not be refused, nor would half a guinea, 

for the matter of that. Large scrapbooks, containing about fifty modern impressions of 

Bartolozzi’s engravings, have been, and are now being, offered for sale in London, and in 

the larger towns in various parts of the country. One was recently purchased at an auction 

room in Edinburgh by a well-known English nobleman, to whom it was knocked down for 

£22. Another became the property of a rich Australian for £60 ; he returned with it in 

triumph to the Antipodes. When it is borne in mind that the cost of producing these 

prints is but a few pence each, an idea may be gathered of the profits occasionally reaped. 

A folio scrapbook was recently sold in London by auction, described as “ containing 

forty-eight beautiful subjects, by Bartolozzi and his pupils, chiefly in red, and all in a fine 

state, together with a few scarce engravings by the old masters.” The scrapbook itself 

was undoubtedly old, and the leaves were soiled and stained ; the binding was falling to 

pieces, and the tissue paper that covered the prints was of a make not now seen. But the 

prints themselves were, without a single exception, modern impressions, mostly on paper 

stained to give the appearance of age. The construction of the book showed considerable 

ingenuity, the larger plates being so pasted in that the date in the water-mark could not be 

seen. Sheets of paper of the better class are usually—Whatman’s always—water¬ 

marked in one part, with the date of making. In this case, a few loose, small engravings 

at the end of the book were, to increase the deception, printed on that portion of the paper 

which shows no date. Nearly the whole of the prints were in red, with uncut margins, and, 

in some cases, a false date had been written in with ink of a brownish tint; in others 

descriptions of the plates were pasted on, printed in type such as that in use at the end of 

the last century. The prices, varying from seven and sixpence each for the small, up to 

four pounds for the larger examples, were marked in pencil on the face of the prints, in the 

plainest of plain figures. The lot, in the absence of greenhorns, fetched thirty-five shillings 

under the hammer, and must certainly have cost that sum to produce. If the impressions 

had been old, and proofs, as represented, they would have been worth from two to five 

pounds each. The following is a list of the plates in this precious production, some being 

in several “ states ” (sic) :— 

Mrs. Siddons ; Spring; Serena; Nest of Cupids ; Virgin and Child; An Infant 

Academy ; Mrs. Hartley ; Adam and Eve and the Archangel; The Archangel Uriel, 

and Satan; The Four Seasons (four plates) ; Musidora ; The Contented Family; Nature, 

History, Art. 

In a collection of miscellaneous engravings sold by Messrs. Puttick & Simpson, on 

March 24th, 1881, lots 256-7-8 were described as follows :— 
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256. Bartolozzi : Adam and Eve, proof and print; Uriel and Satan—all in red (3). 

257. Do. A Pair ; proofs in red (2). 

258. Do. Virgin and Child, three states; Infant Academy; Serena, etc. (6). 

On examination, they proved to be modern impressions, some bearing distinctly false 

descriptions, as “ Fine rare proof,” etc., in the usual brownish tinted ink. In a strongly- 

worded letter, the writer pointed out to the auctioneers that, although experienced 

collectors and print dealers could not possibly be taken in by such false descriptions, it was 

not so as regards the general public, who have often nothing to guide them but the 

description in the catalogue, which they take for granted to be true, or at any rate not to 

contain wilful misrepresentations. He further insisted upon the absolute necessity of a 

closer supervision in connection with the descriptions appended by the owners to miscella¬ 

neous prints. In reply, after thanking the writer for pointing out the errors into which 

they had been inadvertently led by their client, Messrs. Puttick and Simpson, proceeded : 

“ We have informed the owner of the lots referred to, that his notes on them are, in our 

opinion, calculated to mislead the ignorant, and that we shall obliterate them from the 

prints, if any more should be so sent.” It is only fair to the auctioneers to add that they 

have since gone a step further, and now describe such lots in their catalogues as “ modern 

reprints.” 

Amongst the prints that figured in the lots referred to, the examples of the “ Virgin 

and Child ” were stated, in a printed description stuck in the corner of one of them, to be 

“fine proofs in two states of the plates, ictf. 6d. each.” It would be difficult to cram 

more falsehoods in fewer words. Neither of the examples was “ fine,” neither was a 

“proof”; they were both in the same “state,”—and a very indifferent state, too, though 

one was printed in black and the other in red ;—and then the word “ plates ” appeared in 

the printed description in the plural, as if there were two coppers. On the same occasion, 

by the way, “Lot 257, Bartolozzi : a pair; proofs in red (2),”—proved to be two of the 

illustrations to Thomson’s Seasons, “ Palemon’s First Sight of Lavinia,” and “ The 

Shepherd’s Flute, the Virgin’s Lay,” engraved by P. W. Tomkins. The whole of the 

lettering had been removed from the plates, including the name of the engraver, in place 

of which Bartolozzi’s had been substituted by re-engraving. Both these examples bore, 

written in brown ink, in the right-hand corner,—“ Fine rare proof, iSs. nett ” ; and, it need 

hardly be said, would have been dear at eighteenpence. 

It is now no unusual thing to find genuine Bartolozzi engravings catalogued in print 

sales as “ fine old impressions,” which does not mean that they are early impressions 

of the plate, but simply that they are of the first issue, in contra-distinction to modern 

reprints. 

Impressions have been quite recently offered for sale remarkable for their intense 

coarseness, the ink standing out from the surface in the boldest possible relief. The effect 

at a considerable distance is fairly good ; but at close quarters the stippling proves to be 

as coarse as gravel, and almost as heavy, and the more delicate effects that were originally 

in the plate are represented by white space. This is only another form of the same 

industry—new productions from worn-out plates ; but in this case, the work itself, and 
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not the paper only, is doctored. Impressions of this description are from plates recently 

re-bitten, with the express object of deception. The process of rebiting is precisely the 

same as that practised by engravers in their ordinary work, and consists in laying on the 

plate, with an exceedingly fine dabber, a “ ground,” or resinous composition, upon which 

acid will not act. In laying this ground, the surface only of the plate receives the material, 

the specks or dots, which form the engraving, remaining open or uncovered. When 

the acid is applied, it attacks and deepens the dots or incisions, but has no effect whatever 

on the flat or unengraved surface of the plate. Impressions from old plates thus tampered 

with are coarse, and will not stand even a moderately close examination. 

It may be mentioned, by the way, that one of the very latest dodges adopted by 

spurious print publishers, is to stamp their rubbish with a complex but meaningless die, in 

order, it may be supposed, to convey the idea that the prints have passed through the 

hands of a collector, who has impressed his mark of recognition and appreciation. 

CHAPTER 
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CHAPTER XXXV. 

Falsely Tinted Prints, and How to 
Distinguish Them. 

SCJ^TfT^fTyT )£? engraving appears to be peculiarly adapted for printing in 

-L -LA\*j colours, and when this is effected with even a moderate 

amount of skill, it produces a soft, rich, and harmonious ensemble, which could not 

be produced by the printing in colour of line engraving or of any combination of line 

and stipple. The due balance of colour—using the word technically—is lost when the 

effect, originally faithfully rendered by the line engraver in black and white, is sought to 

be made more realistic or more taking by the use of colours, the result being harsh, 

vulgar, and eminently unsatisfactory. Some examples (in the author’s possession) of 

coloured portraits by R. Cooper, where the flesh is stippled and the draperies are in line, 

are, as far as the latter are concerned, complete failures, though when the stippled portions 

are examined separately the effect is perfect. Another example of a much over-rated but 

nevertheless prettily designed and tastefully executed oval line engraving, without any 

admixture of stipple, of “The Children in the Wood,” drawn by J. H. Benwell—the 

figures engraved by W. Sharp, and the landscape by W. Byrne and T. Medland,—is, 

though a brilliant impression, and beautifully printed in colours, a complete failure. 

Colour is against the genius of line. 

It may be presumed, from old examples still in existence, that printing in colours, 

both from wooden blocks and copperplates, suggested itself as an attractive improvement 

to some of the very earliest engravers and printers. 

Mr. Louis Fagan, of the British Museum, in his useful handbook*—Bryan mentions the 

* “ Handbook to the Department of Prints and Drawings in the British Museum.” London : George Bell & Sons, 1876. 

same thing,—says that “Hercules Seghars, a painter of the Flemish school, born in 1625, is 

supposed to have invented a method of printing in oil colours on cloth.” Seghars’ process 

can hardly be called printing in oil colours, as it appears to have consisted simply in the 
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application of a graduated background in oil-colour by means of a brush, sometimes on 

paper and at others on canvas—the streaks in many instances are distinctly visible,— 

over which he printed his plate in one colour only in ordinary printing ink. So far as the 

mere printing is concerned, his productions were evidently experimental, no two examples 

from the same plate being treated exactly alike; and though the application was ingenious, 

the term “ invention,” as applied to his method of manipulation, appears to be somewhat 

strained. He likewise printed with a white ink on black paper, and with dark inks on 

papers stained in various shades ; but although he came so near to the later method of 

charging the plate itself with inks of various hues, the writer has seen no example which 

can be accepted as proof that he actually employed that method. He also strove to give 

to some of his etchings a richer effect by adding to his plates,* in parts only, an evidently 

* Vide No. 14 in British Museum collection : (circular) a building, with trees and water, etc., in the foreground. 

previously studied dark background or tint, so as to intensify the shadows, the effect 

approaching somewhat closely to that produced by modern retroussage. His prints and 

etchings appear to have been entirely experimental, and where there are several examples 

of the same subject, as in the landscapes Nos. 16, 17, 18 in the British Museum collection, 

the treatment is entirely different. Seghars appears to have relied for his effects upon the 

variety of his backgrounds, over which the copperplate, charged with a single colour only, 

was printed as a final operation ; and it does not seem to have struck him that he might have 

produced better and more satisfactory results by charging the plate itself with a variety of 

colours. Some of his etchings are heightened with a wash, and he further experimented 

with inks of a nondescript hue, evidently made by intimately mixing together a variety of 

colours. 

In later times, colour-printing received an impetus from the invention of James 

Christopher Le Blon, who invented and practised (1720-30) a method of printing mezzo¬ 

tint plates in colours. The tinted mezzotint engravings were produced from a series of 

three and sometimes four distinct plates, on each of which was engraved a portion of the 

work, the first three plates being used for the primary colours—red, blue, and yellow,—and 

the fourth—sometimes omitted altogether—for black. By printing the three colours from 

separate plates over each other, the red and yellow combined to make orange, red and blue 

purple, and blue and yellow green ; while when the fourth or black plate was omitted, 

the combination of red, blue, and yellow gave a very dark and nearly black result. By a 

judicious intermingling of the three primary colours in the various grainings of the plate, 

other tints, shading off into the utmost delicacy, were produced. The coloured printing- 

inks used were transparent, so that one showed through the other or combined with 

it, forming the beautiful combinations of colours and tints seen in the now much-prized 

examples of Le Blon’s art. The separate impressions from the plates were taken while 

the inks were wet, which ensured a proper blending of the colours. 

This method being known, it was not long after the introduction of stippling, that 

stipple printing in colours—a peculiarly happy combination—was resorted to ; and within 

a very short period, such was the rage on the part of the public generally to possess 

examples, that the whole of the fine-art plate-printers of the day were obliged to turn their 
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attention in this direction. James Gamble, printer and printseller, of 127, Pall Mall, 

ignoring what Le Blon had previously done, boldly announced himself as the inventor 

of printing in colours, and it is quite probable that he was the first printer who adapted 

Le Blon’s method to stipple engraving.* 

* The writer possesses a fairly well executed oval stipple plate, after W. Beachy, by R. Read, of “ Love Vanquished,” 
bearing the following publication line : “ Published May 6th, 1783, by Jas. Gamble, Printseller and Inventor of Printing 

in Colours, No. 127, Pall Mall.” 

If a coloured print by Bartolozzi or an engraver of his school be closely examined,* it 

* Vide chapter, “ The Art of Stipple Engraving.” 

will be found that it is the dots that are coloured', and not the background; and herein lies the 

great difference between a stippled print coloured by hand, and one that is coloured and 

printed direct from a copperplate at one impression. In the falsely tinted prints with 

which the third-rate curiosity and printshops are flooded, out-at-elbow artists, and some¬ 

times women, are employed, who for a shilling or two will tint or colour a print with 

considerable skill, closely following the copy sent for imitation. At a short distance, 

more especially when they are framed, not only do prints tinted in this manner look 

passable, but a close inspection is necessary to show that the paper is coloured all over 

instead of the stippled work only. The background will be observed to be solid, the dots, 

black or brown originally, showing through ; while the background of a genuine example 

will remain white, the engraved or dotted work only being coloured or tinted. 

It may be as well to examine here circle No. 8 in “ Examples of Stipple Engraving,” 

which is printed in the manner practised by the old colour printers ; that is, from a plate 

charged with a red pigment ; while example No. 7 illustrates the deception to which 

attention is drawn : the printing is in black, afterwards coloured by hand, the distinctive 

difference being, as previously pointed out, that in No. 8 the stippled work is coloured and 

the intervening spaces are white, while in No. 7 the stippled work is almost of the original 

black, and the intervening spaces are coloured. 

Spurious or hand-coloured stipple engravings will, if carefully tinted, and placed in a 

bad light, deceive almost any one. A few weeks ago, while in the back warehouse of a 

respectable curiosity dealer, the writer espied hanging on the wall a pair of Bartolozzi’s 

coloured prints, “ Hebe” and “ A Bacchante,” after Cipriani, both with full margins, and ap¬ 

parently in excellent condition. The ridiculously low price of a sovereign was asked for the 

pair, with the accompanying remark, “ I want to get rid of them ; they are out of my line.” 

The warehouse was dimly lighted, and not the slightest suspicion was entertained that 

deceptive hand-tinted prints could have found their way into so respectable a quarter. They 

were purchased and taken home, and when, with a glow of pleasurable anticipation, the 

parcel was opened, and the prints taken into a strong light for critical examination, they 

were found to be modern impressions cleverly tinted by hand. 

In Bartolozzi’s time art-patrons were few, and if a hundred or so impressions from a 

plate were disposed of, it was thought to have done pretty well. The charge for a 

coloured impression was always more than for a plain one, the increase in price being 

governed by the amount of finish. On the other hand, the last generation of collectors 
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would hardly look at coloured prints* But it has been found later, when the old-fashioned 

* A contributor to the “Library of Fine Arts” (1832), mentioning engravings printed in coloured inks, ignored the 
past, and showed that he was without the gift of prophesy by saying :—“ In no case will they ever become established 
in the regard of those who may be called judges of art.” 

style of furnishing asserted itself, that tinted stippled prints not only harmonized with 

it, but looked better and more attractive than plain ones ; they have been accordingly 

sought for, and being limited in number, soon began to rise in value, which they are 

now continuing to do. A fine impression in colours—i.e.f a genuine one printed direct 

from the plate—is considered by many collectors to be worth double, treble, or even 

quadruple the price of a plain one; while falsely tinted prints—i.e., tinted by hand—will 

not knowingly be purchased at all. 

CHAPTER 
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CHAPTER XXXVI. 

Coupon Prints. 

people in these days think they know a little about the fine 

arts, and as regards the masses, it is perfectly true—a very 

not so long since one could hardly take up a periodical without 

coming across glaringly lying advertisements, offering a large and beautiful engraving, 

worth a guinea—observe the ingenuity of the wording—of a popular subject by a well- 

known artist, in return for fifteenpence and the coupon cut out from the body of the 

advertisement. The advertisers generally traded under some fine-art title. It is said 

that the success of one of these firms was so great, that each day’s post-office orders, when 

stuck on an ordinary skewer file, measured several feet in height, and that the bankers 

with whom the firm had opened an account in beginning its trade, could not put up with 

the trouble of collecting them, and promptly closed it ; while another banker, who under¬ 

took to do the business, charged a special commission for the extra trouble involved. 

The writer from time to time had impressions sent to him, with requests that the system 

might be exposed in a technical journal with which he is connected ; but while the rage 

lasted the sales went on in spite of protest. Competitors multiplied, and no doubt 

altogether some millions of these trashy prints must have been disposed of. The pro¬ 

prietor of a paper of some position, who allowed these advertisements to be inserted, was 

written to on the subject, and replied—no doubt truthfully and honestly—that he had 

seen specimens of the prints in question, and that they were all they were represented to 

be, and worth a guinea each, and he could not tell how they were produced for the money. 

This was a dreadful staggerer, but an almost worse was to follow. While the writer was 

one day concluding a purchase in a print-shop, where he was well known, a gentleman 

entered, and explained that he had been fortunate enough to secure a guinea print for 

fifteenpence, and. that he wanted it tastefully framed, for which he was quite ready to pay 

a guinea. The possessor of this foggy treasure had the appearance of being an educated 

man ; and when he had left, the writer learned that this was by no means a solitary order 

of the same description that had found its way to this shop. However, people at last got 
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to know what rubbish they had been buying, or, if they did not know, were sated with 

the specimens already acquired. The sales ceased ; the advertisements disappeared. An 

immense pile of these prints, amounting to many thousands, was afterwards put up at a 

London sale-room, but neither the dealers nor the public would buy. Some-enterprising 

individual, probably with a view of disposing of them to an equally enterprising grocer 

to give away with his pounds of tea, was venturesome enough to offei a halfpenny each 

for the lot, when the auctioneer declared the reserve price to be a penny each ; and this 

bid not being forthcoming, the lots were withdrawn. 

The persons who originally hit upon the “coupon’ system in connection with the 

issue of cheap engravings, are said to have realized a fortune during the few months the 

public rage continued. The prints are simply lithographs from popular steel or copper¬ 

plate engravings. For the benefit of the uninitiated, it may be stated that an impression 

from a steel or copperplate engraving may, with very little trouble, be “ transferred ” to 

stone ; and, by the aid of a steam-driven lithographic machine, impressions can be pro¬ 

duced almost as fast as in ordinary letterpress printing. The preliminary difficulty is to 

get the original plates, and the permission to reproduce them. Mr. Graves was applied 

to, and he agreed to lend certain plates—they would not be deteriorated in any way by 

transfers being taken—provided he was paid a royalty of £2 per thousand on all the 

impressions lithographed. The sum paid to this publisher on one plate alone (Wilkie’s 

“Rent Day”), amounted to nearly £200, which would represent nearly 100,000 impressions 

sold. This, however, is only a single example : tens of thousands of more or less popular 

subjects, including “ The Blind Fiddler,” “ Chelsea Pensioner,” “ Duncan Gray, Morris s 

“Shepherds of Jerusalem” (over 200,000 impressions of this subject alone were sold), 

Landseer’s “ Highland Whiskey Still ” (nearly 100,000), Murillo’s “ Good Shepherd, and 

many others were thus rapidly absorbed. When it is further borne in mind that rivals 

sprang up, who for a time did almost as well, and that it was next to impossible to take 

up a newspaper without finding a huge coupon advertisement, some idea may be gathered 

of the extent to which the trade was carried on. Notwithstanding that the sum charged 

(fifteenpence each) was so small, the profits on the sales of these lithographic prints were 

enormous. The paper would cost under a halfpenny, royalty paid to Messrs. Graves 

another halfpenny, the printing (including proportion of cost “ for making up ” the 

stone) a farthing, the cost of postal wrapper, addressing, etc., proportionate charge of 

office expenses and incidentals, say a farthing, and postage a halfpenny. The chief item 

in the expenses was the advertising, and perhaps a penny on each impression would not 

be too much to allow for that purpose. This would bring up the cost to threepence per 

copy, leaving to the proprietors a shilling clear profit on every impression sold. 

It is related—perhaps in Hone’s “Every-day Book”—that in the good old, days, 

before pigtails and cocked hats gave way to cropped heads and stove-pipes, a well-known 

personage for a bet perambulated the streets of London offering real golden guineas, 

freely displayed on an open tray, for a shilling a-piece. In the estimation of the public the 

trick was too transparent, and it is said that not a single person took advantage of the 

opportunity. Had the exchange of gold for silver been coupled with some irksome con¬ 

dition, however slight, the whole of the guineas would probably have been quickly disposed 
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of. In connection with the guinea print for fifteenpence this foible was taken advantage 

of, the purchasers being subjected to the trouble of cutting out the coupons, filling in 

certain particulars—conditions the astute advertisers never failed to bring prominently for¬ 

ward in their advertisements—and sending them, together with the never-to-be-forgotten 

post-office order, or trifle in stamps. Many persons doubtless must have suspected they 

were being victimised. But perhaps the cream of the joke is in the grim fact that thousands 

of people failed to perceive any difference between the lithographs they received and 

genuine engravings printed direct from the copperplate. They had not, in short, the 

cultivated taste which requires that the artist’s hand be distinctly traceable in his pro¬ 

ductions, and which rebels against works of art produced by machinery—in thousands, 

tens of thousands, or millions. 

CHAPTER 
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CHAPTER XXXVII. 

Collecting Prints for Illustrating Books. 

popular is the collecting ot prints with the special object of 

illustrating some favourite author. Thousands of works have 

continue to be thus illustrated, and the spare hours of a lifetime 

are often devoted to this purpose. The plan pursued is first of all to obtain, if published, 

a “large paper” edition; or if that is not procurable, a copy of the ordinary edition of 

the work is placed in the hands of an expert, generally a printseller, for inlaying ; 

that is, each leaf is uniformly let into a larger sheet of plain paper, thus giving an 

ample and handsome margin, and room for the insertion on blank sheets of paper of 

similar size of larger prints than room would otherwise have been found for. Paper 

slips or “guards” are bound up between the leaves to prevent undue swelling of the 

volumes as their contents increase. Thus to remount a book from a small to a large 

size is, on the face of it, an easy matter enough ; but not so in practice. The leaves 

must be inserted into the larger sheets in such a manner that they must be absolutely 

even, and unless each is of a uniform thickness, the book when finished would not 

close in a solid and compact manner. The usual charge for inlaying averages from 

sixpence to a shilling per leaf, a charge which will cease to appear excessive when it is 

known that the outer edges of the smaller leaves, and the inner edges of the larger paper 

leaves or frames to receive them, have both to be pared down, so that each leaf may be of 

one uniform thickness, which would not be the case were the paring process omitted. The 

hunt for suitable prints will probably have been previously begun, and it may.be here 

remarked that the final binding into volumes is obviously better postponed until the col¬ 

lection be completed. There are dozens of small print shops in London, principally in the 

Western central district, whose owners spend a lifetime in purchasing mixed lots of prints 

at sales, and afterwards classifying them for their customers, who are guided in purchasing 

by their own fancy and knowledge, and the length of their purse. Plenty of illustrative 

prints can be bought at prices ranging from twopence to a shilling or half a crown each, 

and a few pounds judiciously laid out over a period of some years will often result in a 
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collection of historical interest, vastly more valuable as a whole than the prints were when 

scattered. It is possible of course to spend large sums in this way. The British Museum 

possesses a magnificent copy of Pennant’s “History of London,” bequeathed by Mr. 

Ciowle, which is said to have cost £7,0oo. The Bodleian library contains an illustrated 

Clarendon and Burnet, formed by Mr. Sutherland, and continued by his widow, who 

presented it to the library. This, perhaps the most magnificent pictorial history in 

existence, cost in collecting upwards of ;£i 2,000, and contains close upon 19,000 prints and 

drawings, the labour involved in bringing it together extended over forty years. The 

collection fills sixty-seven folio volumes, and in it are included 731 portraits of Charles I., 

518 of Charles II., 352 of Cromwell, 273 of James II., and 20 of William III., all different 

works, or distinct “ states ” of the same engraving. Certain works of limited scope are 

tolerably easy to completely illustrate, and others on the contrary immensely difficult. 

The late Mr. Forster during his lifetime attempted to illustrate Grainger’s “ Biographical 

History of England, an heiculean task which he continued until his death, when the 

volumes were bequeathed to the South Kensington Museum. Strutt’s “Dictionary of En¬ 

gravers, or Bryans “Dictionary of Painters and Engravers,” would form a tolerably tough 

job for the illustrator ; the names of the engravers may be counted by thousands, their 

works by hundreds of thousands, and one or more examples at least of each engraver ought 

to appear. Tasks of this sort have been attempted, but seldom satisfactorily completed. 

In the library originally formed by Mr. Richard Bull, of Ongar, Essex (the intimate 

friend of Horace Walpole), dispersed by Messrs. Sotheby, in April, 1880, Walpole’s “Anec¬ 

dotes of Painting,” in fourteen imperial folio volumes, bound in russia by Staggemeier, and 

magnificently illustrated with an immense number of drawings and rare engravings, in the 

choicest states and in perfect preservation, to the collection of which Mr. Bull had devoted 

many years, realized under the hammer the enormous sum of £1,800. The principal 

booksellers and amateurs, and also the authorities of the British Museum, competed for 

this prize, but it fell to Mr. Donaldson, a dealer.* In the same sale many other works 

* The volumes were afterwards broken up, and their contents dispersed in a seven days’ sale, by Messrs. Sotheby, 
Wilkinson & Hodge, in May this year (iSbi). The drawings, including some fine Watteau’s, realized £523 6s., and 
the prints ,£1,650 os. 6d., giving a total of £2,173 6s. 6d., which, after deducting auctioneers’ charges and expenses of 
preparing the voluminous catalogue, extending to upwards of one hundred pages, would approximately bring the total 
down to about the amount paid by Mr. Donaldson in the preceding year. Many of the rarer examples were purchased 
on behalf of the British Museum. 

enriched with collections of engravings realized high prices. A fine series of costume 

plates and drawings was purchased for ^251 by Mr. Sotheran, who also became the 

possessor of Goldsmiths “Roman History” for £73* The following were some other 

purchases : Lyson s “ Environs of London,” illustrated with engravings and drawings, 

£71 (Toovey); Robertson’s “ History of Scotland,” £80 (Ellis); “Description of the Villa 

at Strawberry Hill, with an Inventory of the Furniture, Pictures, etc.” (1784), extensively 

illustrated with drawings and engravings, £110 (same buyer). 

Amongst collectors who have commercially devoted their attention to illustrating 

books, Mr. Francis Harvey, of St. James’s Street, Pall Mall, is well known to those whose 

purses will allow them to indulge their taste. Mr. Harvey’s earlier life was spent in the 

companionship of old books, and while with Mr. Toovey (who followed in the footsteps of 
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Payne & Foss, of Pall Mall) he had ample opportunities of making the acquaintance of 

treasures dear to the heart of the bibliomane. Those were the days in which such liberal 

patrons as the late Lord Gosford, Lord Rutherford, Lord Dundrennan, Sir David Dundas, 

Mr. Gibson Craig, who is still alive, and others equally well known, gave almost unlimited 

commissions, the Continent being ransacked for rare books. Immediately after the French 

Revolution of 1848, and for ten or a dozen years subsequently, fine and scarce books 

gravitated towards London, and were secured by English book collectors ; then there was 

a change, the Rothschilds and other wealthy buyers came to the front and outbid their 

English rivals. Mr. Harvey afterwards found congenial employment with Mr. Henry G. 

Bohn, and besides generally superintending his immense stock of old books, assisted in the 

editing of that gigantic work, Lowndes’ “Bibliographer’s Manual;” and it was probably 

the association of ideas—his business having begun in Gillray’s house in St. James’s Street,— 

that directed his attention to old caricatures, to the knowledge and accumulation of which 

he steadily devoted himself for many years, one result being the magnificent and only 

known collection of Rowlandson’s caricatures from 1774 to 1825, extending to over 1,900 

examples, and bound in twenty-three extra large folio volumes, still in his possession. Mr. 

Harvey’s labours in this direction are frequently referred to in Grego’s “ Life and Works of 

Rowlandson.” It is some fifteen years ago that, with the assistance of his manager, the 

ubiquitous Mr. Young, he commenced gathering together the finest examples of old English 

prints, giving special attention to those by Bartolozzi and his school, and to fine mezzotints 

by the best engravers, more particularly those of the fashionable fancy subjects now so 

much coveted for wall decoration. Mr. Harvey had the advantage of starting well, and he 

afterwards acquired, on the death of Mr. Halsted, the whole stock of that well known 

and learned printseller. Mr. Harvey may be described as eminently a man of the times ; 

as public taste changes, his stock changes with it, for he seems to find no difficulty in bring¬ 

ing his extensive experience to bear in whatever direction it may be profitably employed. 

Turner’s prints have of late been in the ascendant, and it is hardly necessary to say that 

numerous examples of his finest works have found their way to the print-shop in St. James’s 

Street. Mr. Harvey’s talents, however, are perhaps best shown in connection with illustrating 

books, or rather gathering together prints, autographs, and documents, to further illustrate 

books supposed to be already complete in themselves. He has performed some remark¬ 

able feats in this direction, many of which, in his relations with his clients, he unfortunately 

has not permission to divulge. Amongst the larger works that he has thus treated may 

be mentioned Princess Liechtenstein’s “ Holland House,” originally published in two 

octavo volumes, and after “inlaying” to folio size, extended by Mr. Harvey’s additions to 

twenty-five volumes ; Dr. Johnson’s “ Life,” published in five octavo volumes, extended to 

eighteen volumes in folio ; the “ Life of Charles Dickens,” in three volumes octavo, extended 

to thirteen volumes folio ; and many other works, both small and large, some of which 

have formed the subjects of amusing and instructive articles in All the Year Round, 

The World, etc. Mr. Harvey has on numerous occasions been employed to print important 

books of a private or family character, including amongst others, Sheridan Knowles’s 

“Life and Inedited Works,” in six volumes quarto; and the “Diary of Cardinal York,” 

quarto, printed for the Earl of Orford. 
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George Cruikshank made some years ago, at Mr. Harvey’s request, a little etching in 

his usual spirited style, showing the outside view of the St. James’s Street print shop ; the 

window is represented as crowded with prints, which are receiving a due share of admira¬ 

tion from numerous appreciative gazers. A highly respectable individual, with a parcel of 

considerable dimensions under his arm, has just left; and Mr. Harvey himself is standing 

in the doorway, apparently waiting to see the last of a client who has, it may be hoped, 

indulged in a considerable purchase. A few impressions only of this print were taken, but 

as Mr. Harvey still holds the copperplate, collectors of Cruikshank’s works may probably 

succeed in obtaining an example. 

CHAPTER 
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CHAPTER XXXVIII. 

How to Handle Prints. 

”71 dT>TTT*l\is easier than to handle a print, and nothing is more 
J\f ^ V XBJ' difficult. Any one can take up a piece of paper and 

C/ r lay it down again, and yet many a valuable engraving is seriously injured 

and sometimes half ruined by this slight act. Most persons in lifting an engraving or 

a flat piece of paper of any kind, will grasp it with the fingers underneath and the 

thumb uppermost, to keep it steady. Take a large sheet of writing paper and try it, even 

without more roughness than one is accustomed to use in handling loose papers ; and see 

what will ensue. A broad and unsightly crease, sometimes several creases together, 

will probably be found on the paper where the thumb and two first fingers had held 

it; and such a crease or creases would diminish the value of a fine print by perhaps 

many pounds. The thumb and fingers must never squeeze a print; nor ought prints 

after passing through the hands of many owners, and being turned over for examina¬ 

tion any number of times, to show the slightest indication of having been handled. 

Watch with what affectionate care and gossamer touch a collector will handle his treasures. 

He takes a print up with the right hand and on the right side, passing as he does so 

the fingers of the left hand underneath to the opposite corner, lifting it boldly but 

tenderly, not using the thumbs at all, or with a passing touch at the edges so slight that 

not the faintest indication of their presence is left behind. It requires some little practice 

to handle prints, more especially large ones, without damage ; and few possessors of 

fine examples will allow strangers to touch them at all. “ Look, but don’t touch,” is 

their rule; and were it otherwise, a thoughtless person could, in turning over a portfolio, 

easily do an enormous amount of damage, and yet be utterly ignorant of his offence. 

In grasping a print with the thumb pressing between the first and second fingers, the 

indentation sometimes not only causes creases, but cracks, which cannot afterwards be 

removed even by the most careful pressing. Another trick of the careless, is, besides 

holding the print in the manner indicated, raising it with one hand from a horizontal 

to a perpendicular position, treatment that more often than not causes it to fall over and 

break its back, which pretty well works its ruin. 
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In handling an engraving use both hands, securing a corner tenderly between the 

thumb and first or second fingers of each ; but in doing so, care must be taken not to place 

the thumbs between the two fingers, or, as before pointed out, disastrous results will most 
probably follow. 

Passing a pawnbroker’s shop in Kensington one day, the writer espied in the window 

a pair of unframed delicious little ovals by Bartolozzi, apparently proofs, without crease or 

blemish; and, feeling some foolish qualms about entering such an establishment, sent a 

servant to inquire the price, with instructions to purchase if it should prove moderate. 

Only a few shillings being asked, the prints changed hands, and were duly delivered care¬ 

fully folded in the same manner as a letter, and of course ruined ; for no amount of 

flattening out, and damping, and pressing, can ever completely remove strong creases from 

prints. What made the matter more provoking, was that the prints were really unlettered 

proofs, in perfect condition, with full margins ; the pair would have been cheap at £$. 

Some thirty years ago, on the appointment of Mr. B. B. Woodward (Mr. Richard 

Holmes’ predecessor) to the post of Queen’s Librarian at Windsor Castle,* he received, 

* It was offered indirectly to Mr. G. W. Reid, the chief of the Print Department, British Museum, who, by reason 
of some misunderstanding—to the chagrin, it is said, of Prince Albert,—failed to send in the necessary papers. 

preliminarily to beginning his official duties, a practical and never-to-be-forgotten lesson 

from Prince Albert himself, who had a great love and appreciation of prints, on their 
proper handling. 

Some twenty years or more ago, Prince Albert made a fine collection of Bartolozzi’s 

prints, and it is more than probable—his taste being well known—that the Royal example 

was the means of turning public attention to their, at that time neglected, merits. 

The late Sir William Stirling Maxwell, an enthusiast on art matters generally, had, 

when pointing out to his friends the merits of any print in his splendid collection, a 

trick of passing his extended finger forcibly over the face until the part was reached to 

which he wished to draw attention. Fortunately the prints were his own property. The 

engraved surface of a print ought never to be touched at all, and to do so is prohibited at 

the British Museum and by collectors generally. Each time the face of a print is touched 

with the finger, it is rubbed and the brilliance is injured, although probably only to an 

inappreciable extent. The cumulative results, however, of constant and careless touching 

and handling are to be found in the examples which crop up in print sales, and are termed 

“ out of condition,” fetching shillings where pounds otherwise might have been realized. 

CHAPTER 
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Framing. 

A#^1P^T>TTOTP enough has been said to show the true dilettante’s 

4 -IXsX^lt/X-IT O horror of margin-clipping. But the general, even the 

JL print-loving general public, does not yet understand the matter. An immense 

number of the very finest stippled prints — oval, circular, and square — and mezzotints 

also, have, even within the last few years, been cut down and framed “ close ” for 

decorative purposes. If print-dealers would allow one, on whom they possibly look 

as an outside dabbler in art, to give them a word of advice, it would be that they 

should endeavour to persuade their patrons to have prints framed with the margins left 

untouched, or at any rate with a uniform but broad—the broader the better—margin 

all round. Water-colour drawings are improved by ample margins, and so are prints. 

The number of choice examples of a decorative character left in their original state 

with full margins, is rapidly becoming smaller and smaller; and before very long their 

value will probably enormously increase, while that of prints cut close will decline. 

The writer has, time after time, on his attention being called to those “ beautiful 

Bartolozzi engravings”—nearly always framed close—pointed out the double mistake 

made in thus lowering the effect and depreciating the value of the prints ; when, after 

the first incredulous pause of astonishment, regret—alas! unavailing—has generally been 

expressed. Collectors being of one mind on this point, and not as a rule hesitating when 

an opportunity offers to freely express their opinion, the ultimate result is not difficult 

to foresee. Mr. Harvey, the well-known dealer of St. James’s Street, whose windows are 

always filled with charming prints, and who has been a dreadful, though not an ignorant, 

sinner in this respect, lately told the writer when this subject was under discussion, that he 

meant in future to keep a number of fine prints framed with uncut margins, and to explain 

to purchasers the evil of cutting them down and reducing them almost to the level of 

furniture pictures. He recently framed a beautiful pair of Bartolozzi’s proofs with full 

margins, thinking it a sin to cut them away. They were exposed in the window and 

soon sold, but within a day or two were returned by the purchaser to be re-framed close 
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to the edges, so as to look “ more old-fashioned, you know.” The frame maker is some¬ 

times wise enough to turn the edges over, which, although creasing the print, does not 

destroy its value to the same extent as entirely depriving it of its margin. Circular and 

oval prints that are framed close up to the edges cannot of course be thus treated. Mr 

Harvey nevertheless agrees with the writer in believing that the public are finding out that 
to cut the margins is to half ruin the prints. 

The question of framing is always a more or less difficult one. There is of course a 

sensible want of fitness when an old print is put into a frame of modern style. Old- 

fashioned frames are often to be picked up for a trifle, but then there is the difficulty about 

size ; so that after all new frames have to be resorted to. Frame makers who understand 

their business will generally advise correctly, but the chances are equal that a person who 

simply makes frames will, if let alone, frame one’s treasures in modern monstrosities with 

elaborate corner pieces, supposed to be highly decorative and oramental. There are col¬ 

lectors who pride themselves on their taste in framing; and certainly inferior examples of 

prints tastefully framed produce a better and more harmonious effect than finer ones where 

the same care and taste are not manifest. In singing a song, a true artist makes use of the 

melody to emphasize the words, and framing ought to be done in such a manner as to 

emphasize the prints, which is impossible if they are overloaded with meretricious ornament. 

The best guide is one’s own sense of harmonious effect; and as a broad rule, the simpler the 

frame the better the effect. Many a lovely print, say a magnificent mezzo-portrait after Sir 

Joshua Reynolds, worth perhaps fifty guineas, finds an appropriate resting-place in a frame 

that hardly cost as many pence. Whole collections of valuable prints sometimes appear 

in the sale-rooms, temporarily framed in narrow, unpolished, plain oak, and exceedingly 

well they look. Frames of this description are, however, somewhat severe, and if a brighter 

and yet tasteful effect is desired, it is readily obtained by the addition of an old-fashioned 

granulated inner moulding, such as was used by the frame maker a hundred years ago, 

examples of which can be readily met with at the curiosity or old print shops. Any frame 

maker can easily imitate mouldings of this description, the granulated effect being produced 

by a thin coat of glue and a sprinkling of coarse sand, which when dry is gilt; simple, but 

effective and good. The outer plain oak frame has the disadvantage of looking new, and if 

stained it is evident that it has been so, besides which the colour used hides and sometimes 

entirely destroys the beautiful grain of the wood. Here is a little secret, however. Old 

oak owes its colour to a chemical change produced by the small quantity of ammonia con¬ 

tained in the atmosphere, and it is perfectly easy, by exposing new unpolished oak to the 

fumes of ammonia, to add fifty years in appearance in the course of a few hours. Neither 

the print nor the gilt moulding will be injured, and the frame may be placed overnight in 

a covered box of any description that will hold it, a saucer (or two or three if the box be 

very large) about half-full of fresh liquid ammonia being at the bottom. In the morning 

the frame will be found of a magnificent deep brown tint, with the grain of the wood 

showing as in old oak, from which it cannot now be distinguished even by an expert. 

Care must be taken not to breathe the fumes of the ammonia, the effects of which, if 

accidentally inhaled in quantity, are somewhat distressing, if not dangerous. 

For oval and circular frames, which should be of the simplest possible character, 
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nothing looks better for a finish than the row of gilt beads, which, from their being 

originally held together by a piece of cotton or string, is still known amongst old-fashioned 

people as the “ string ” pattern. 

Prints that are framed quite close look more complete and have a better effect if a 

gilt flat, of an inch or three quarters of an inch in width, is placed between the engraving 

and the frame; while those that are framed with an ample blank margin—as they ought to 

be—look better, as a rule, without it. The gilt flat is usually made of composition, but 

oak, the grain of the wood showing through the gold, has a much richer effect. Another 

style of frame, much in vogue in the time of our grandfathers and great-grandfathers, and 

also used for prints without their margins, was a simple gilt moulding with a broad black 

margin painted on the inside of the glass and relieved with an inner line of gold, which 

formed an exceedingly tasteful mount; for stippled prints a more pleasing setting can 

hardly be found, and it is equally appropriate and effective for oval and for round frames, 

the shape of the oval or round being preserved. A black hollowed-out frame, called the 

“ Hogarth,” which has a very narrow ribbed or fluted gilt moulding on the outside edge, 

and another of a slightly more ornamental character on the inside, is a favourite style 

that always looks well. In framing prints for dining-rooms, a simpler—some might call 

it a more severe—style should be used than for drawing-rooms. The styles of frames 

should be diversified somewhat, otherwise there is an effect of monotony ; and in selecting 

subjects for framing, it will be advisable to choose pairs as often as possible.* 

* Were the followers of the Morris school acquainted with the beauties of the numerous varieties, glazed and unglazed, 
in equally numerous shades, of ordinary brown paper; its wonderful and richly varied mottlings, and its adaptability as 
a decorative covering, the absorbing subject of paper-hanging might be robbed of half its terrors and uncertainties. As 
a background for pictures, nothing is more simple, effective, or in better taste, and the material is equally adapted for 
the bath-room or the boudoir. 

Nothing appears a simpler matter than to hang pictures, and yet the production of a 

really successful and harmonious result is beset with difficulties. The points of the room 

must first of all be studied : its size in relation to that of the pictures or prints, the size of 

its recesses, the way the light falls, the distance of the positions from the beholder, etc., etc. 

It is best not to hang a single print until positions have been decided for all. Roughly 

try the effect by placing them on chairs close to the wall; study the relative harmony 

of one print with another, and try to preserve a general symmetry of composition in any 

given space. Bear in mind that small prints must go over large ones, and not large 

ones over small, which would look top-heavy. If you have numerous examples to hang, 

try to avoid a crowded effect, which may be done by breaking the lines. As an instance, 

suppose that an old-fashioned bracket chiming clock forms the chief object on the wall, 

and that its position is pretty high up ; the lower part of the bracket may be flanked right 

and left with a pair of prints of upright form (termed portrait shape), and right and left of 

these again may hang another pair, long (termed landscape shape). The last two will, 

although a pair, be some feet away from each other, and yet so far as we have gone a 

general harmony of effect will have been preserved. At right and left of the clock one 

or two examples of blue china, in the shape of plates and vases (if the latter, on neat 

old-fashioned brackets), may be effectively introduced. Over the first pair of prints 

3d referred 



referred to may be hung another couple in round or oval frames, and the prints hung over 

the second or outermost pair must be of a smaller size and placed slightly lower.*5 The 

effect of the arrangement indicated will be harmonious and pleasing, the composition 

being somewhat pyramidal, with the top of the clock as the apex. Underneath the 

clock bracket is perhaps some unappropriated space, about on a level with the eye of the 

beholder, in which one or two choice prints may be arranged, a few miniatures, some 

china, or in fact any little bits of fine bric-d-brac that are at disposal. 

Old-fashioned convex mirrors, which reflect objects as though seen through the wrong 

end of a telescope, naturally go well with old prints. Not many years ago there were 

plenty to be found in second-hand furniture shops, both in town and country, many sur¬ 

mounted with handsomely carved birds (generally eagles), brass sconces with old-fashioned 

cut-glass drops being at the sides. A rage set in for these mirrors, and they were quickly 

absorbed by the dealers in antique furniture, some of whom went about the country 

buying them up for a few shillings, and selling them later on for as many pounds. The 

glasses owe their convexity of shape to a laboriously slow process of hand-grinding, and it 

is said that the workmen who followed the pursuit were short-lived through constantly 
inhaling the fine dust given off. 

Bartolozzi’s prints, when in the original frames, are nearly always cut close, notwith¬ 

standing which they fetch comparatively high prices at sales, as the prints themselves, 

owing to their long protection under glass, retain their bloom, and are usually in a much 

better state than those that have been kept in the folio, and perhaps have passed through 

dozens, or it may be scores, of hands, all having inflicted their share of injury by rubbing 

and handling. These frames, too, besides being of an old-fashioned make, have in a great 

measure lost their original brilliance of gilding, and accord well with the old furniture and 

surroundings with which they are usually associated. Not all those prints, however, which 

have been framed from the first have been preserved in their original fresh, pure condition; 

for many have suffered indirectly through the former dearness of glass, which was often 

more costly than the print itself, and was sometimes considered too expensive to be used 

as a protection in framing. This accounts for the numerous prints that are to be met with 

in sales, so thoroughly ingrained with dirt as to have assumed one uniform dingy hue that 

mere age alone would never produce. Fifty years ago the import duty on French glass— 

which was at that time of a much finer quality than English—was ten pounds per hundred¬ 
weight. 
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CHAPTER XL. 

Approximate Estimate of the Quantity of 
Bartolozzi’s Work. 

y t7t CT£CT?/r}'Tf Prints are so numerous as to defy exact 
4 yy^f±. O enumeration ; and to adequately record 

JLS only the best is a task beset with difficulties. As is explained with more 

detail elsewhere, his work comprised line, etching, stipple, and a mixture or combina¬ 

tion of the three methods, with the occasional addition of washed or aquatint grounds. 

Long before the introduction of the stippled method, Bartolozzi had earned a great and 

undying reputation as a line engraver, and all that can here be given is a slight indication 

of his best or more prominent works in line. 

Bartolozzi’s powers are to be judged more accurately by his line* than his stippled 

* Vide Chapter VIII., “ Benefit Tickets.” 

engravings; for in the former he had little if any assistance, while in the latter we know 

that a great many of the plates bearing his name were chiefly the work of his pupils and 

assistants, and received from his hands their finishing touches only. 

Of his earlier prints in line little need be said. The numerous large subjects, prin¬ 

cipally ecclesiastical, after Amiconi, Giordano, Guarana, and Zuccarelli, executed while 

under Wagner* were at one time much prized ; they are, however, mostly hard and 

* The imprints are usually thus worded F. Bartolozzi Sculp., J. Wagner recognovit et vend. Ven* C.P.E. 

formal, amongst the best being the set of “ The Months,” after Zocchi, in which much 

greater freedom and breadth of treatment are observable. He also, during his early 

career, engraved a considerable number of prints after Fontebasso, Zais, Piazzetta, 

Pellegrini, Bellucci, Sebastian and Marco Ricci, Gibbiani, and Carlo Maratti. Barto¬ 

lozzi’s work in Rome, before his journey to England, comprised amongst numerous 

other plates, a set of fine prints from the Life of St. Nilus, after the pictures in 
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the chapel of the Grotto Torrato, by Domenichino, and some of the portraits of painters 

for the new edition of Vasari’s “ Lives of Painters,” * in which he closely imitated the 

* This is the full title of Vasari’s work :—“ Vite de’ piu eccellenti pittori, scultori, ed architetti, scritte da Giorgio 
Vasari, pittore e Architetto Aretino. Edizione arricchita di note oltre quelle dell’Edizione Illustrata di Roma. 

All’altezza Reale di Pietro Leopoldo Principe Reale d’Ungheria e di Boemia, Arciduca d’Austria e Granduca di 
Toscana, etc., etc. Livorno, MDCCLXVII. 

prints in the original edition. These facsimile prints do not bear his name, and are not 

distinguishable from those by other engravers, which is however of little moment, as they 

cannot be said to possess any merit beyond that of being faithful transcripts of inartistic 

and crudely engraved wooden blocks. 

A pair of large prints in line, containing numerous figures, “Groups of Bacchanalian 

Boys,”* after Franceschini, went far to establish his reputation. In these prints are 

* These appeared in the second volume of the Guercino Etchings, published by Boyd ell. 

reflected a sparkling brilliancy and poetical fancy, and the purity of his drawing is fully 

apparent. The following are amongst the more important works, examples of which will 

usually be found in the folio of the collector:—A Series of Landscapes, after Pietro 

Cortona; “ Sleeping Child,” after Sirani; “ The Circumcision,” after Guercino ; “ St. Paul 

at Melita,” after West; “Holy Family,” after N. Poussin; “Madonna del Sacco” 

(Madonna of the bag), after A. del Sarto; “ Madonna del Pesce ” (Madonna of the 

Fish), after Raphael (Madrid) ; “ Madonna,” after Carlo Dolci (published by Boydell, 

1769); “Madonna and Child,” after Wandeigh(?); “The Adulteress before Christ,” after 

Caracci, F. Bartolozzi, Londini, Sculp.; “ The Virgin and Child,” after Carlo Dolci (pub¬ 

lished by Boydell); “ Lady and Child,” after Sasso Ferrato (published by Boydell, 1767); 

“Mother and Child,” after Cipriani (published by Boydell, 1768); “Venus, Cupid, and 

Satyr,” after Luca Giordano; “Flora carrying off Cupid to her Chariot”; “Agriculture,” 

after Benjamin West; “ St. Paul,” after the same master, from the picture in Greenwich 

Hospital; “Dido,” after Cipriani; “The Arts and Sciences”; “The Elements,” a set of 

four very large allegorical prints, after Albano; and his set of etchings after Guercino. 

His “La Vierge au Silence,” after Ann. Caracci—usually called “The Silence”—is a 

magnificent specimen of line engraving, and considered one of his masterpieces. The 

print is of considerable dimensions, and represents our Saviour as a child sleeping 

in the arms of His mother, who, encircling Him with the left arm, is holding the 

other up with finger to lip, enforcing silence on the little St. John, who is represented 

with left hand extended so as almost to touch the Child, and appears about to awake Him 

out of His slumber, in which act he is suddenly arrested. This print was subsequently 

re-engraved by Bartolozzi in stipple, and on a very much smaller scale, under the engraved 

title of “Silence.” The subject was also secularised; a merely human child is asleep, 

and another is prevented from waking him by a winged cupid, whose attitude with finger 

to lip, enjoining silence, is closely copied from the original action of the Madonna. His 

“ Clytie,” after Annibal Caracci, is usually and deservedly looked upon as one of Barto- 

lozzi’s masterpieces in pure line engraving. The figure is classically draped and reclines 

on a rock; in her left hand Clytie holds a thorned branch with which she is repulsing 
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Hymen, and in the right the allegorical sunflower. The landscape forming the back¬ 

ground is studiously subservient to the principal figures. It is somewhat difficult to divine 

Caracci’s ideas in connection with the well-known story which he here illustrated. The 

old masters seldom took their subjects direct from the classics, preferring to gather them 

second-hand from popular poems and writings, which in many instances have been lost 

or cannot be traced, while the paintings remain. The print of “Clytie” unites the correct 

drawing and graceful freedom of Bartolozzi with the subtle flesh-tints and wonderful 

graved effects for which his rival, Sir Robert Strange, was famous; and as a whole it 

may be considered a more satisfactory production than even the best efforts of the 

latter engraver, who, though seldom equalled for mechanical dexterity, lacked the power 

of drawing correctly. 

A set of strongly etched and slightly washed folio designs of sacred subjects, after 

Castiglione, are amongst the most successful attempts to render the masterly freedom of 

treatment of that artist, whose every stroke is marked by a significant freedom, grace, 

and spirit, which Bartolozzi was especially fitted to reproduce vividly and perceptively. 

Etchings from the same master by Chasteau Mass6, * Count Caylus, Corneille, and Count 

* Bryan gives this engraver’s name as Charles Mace or Masse, but says that the Christian name is uncertain. He 
signed some of his plates Masse only, and others C. Mace, sculp. 

Zanetti, are all more or less weak, hard, or vague; while the free negligence of treatment 

except in those of the last-named artist, is entirely quenched. 

Bartolozzi engraved and etched an immense quantity of book illustrations ; and 

amongst his smaller, but by no means least important, works may be classed the 

already mentioned allegorically-treated tickets, which some collectors go so far as to say 

are, taken as a whole, the finest of his works in line; and certainly in drawing, 

freedom, and delicacy of treatment and high finish, they have never been surpassed. A 

chapter of the present work is devoted to them. “The Repose in Egypt,” a subject of 

which the old masters had probably wearied him, appears to have suggested to Bartolozzi 

a mild joke of the most elementary kind, and peculiarly Italian in its humour. Part of the 

picture (after Castiglione) represents an archway in ruins, under which is a low wall, and 

behind this a donkey, only the ears and principal part of the head appearing. Bartolozzi 

has scratched on the coping, but in letters so indistinct and obscured by the shading as to 

be almost invisible ; “ Effigie di F. Bartolozzi autore di questo ” (likeness of F. Bartolozzi, 

the author of this), to whom, and doubtless to his friends, it was the source of the very 

simplest of laughter. * 

* A fine example of this print is in the British Museum collection, and another in that of Mr. George Lovejoy, of 
Reading. 

With regard to his stippled engravings, it might reasonably have been expected, 

as within the scope of this book, that a list of Bartolozzi’s best works in stipple should 

be given as a guide, however rough, to the inexperienced collector; but a little reflection 

will show the unadvisability of such an attempt, which, were it made, would after all be 

but the expression of an individual opinion. With the public at large, his best work 

means the most fashionable, the best engraving hardly entering into the question ; the 
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more pleasingly sensuous the subject, the better the print. Bartolozzi stippled a number 

of historical prints of important size, chiefly scenes from English history—containing 

some of the most beautiful and highly finished work he ever did—which, when they 

now appear in sales, seldom fetch more than a few shillings apiece. 

Bartolozzi’s print of Frederick the Second, King of Prussia, was a commission 

from a foreign publisher, who brought him what he described as a signpost painting of 

his majesty—a mere daub. Ramberg, the artist, was requested by Bartolozzi to alter the 

anonymous painting from memory ; this he did, and succeeded in making a successful like¬ 

ness, which Bartolozzi faithfully engraved. This was in 1787, and when the engraving 

appeared, it was described in the print-shops as “a capital original picture of the late King 

of Prussia, copied by Ramberg and engraved by Mr. Bartolozzi.” Ramberg took umbrage 

at this description, and publicly explained that the “ capital original picture ” would have 

disgraced a sign-post in Grub Street, Wapping, or Rotherhithe, and that the likeness of 

the late king’s features had been pourtrayed by himself from memory. The print is an 

excellent stippled oval, surrounded by a heavy, panelled, plain border, strongly suggestive 

of its origin. 

Amongst other fine portraits stippled by Bartolozzi—and the list might be greatly 

extended—are: Lady Smith and her three Children, after Sir Joshua Reynolds ; the 

Countess Spencer, after ditto; Angelica Kauffman, after ditto; Lady Elizabeth Foster, 

after ditto ; the Countess of Harrington and her two Children, after ditto ; the Countess of 

Bessborough, after ditto ; Mrs. Abingdon, after Cosway ; Mrs. Siddons, after Howe ; the 

Countess of Cowper, after Hamilton; Lord Ashburton, after Sir Joshua Reynolds; the 

Honourable Leicester Stanhope, after ditto; the Earl of Mansfield, after ditto; John Ash, 

M.D., after ditto ; Charles Burney, Mus. D., after ditto ; the Earl of Bute, after Romney ; 

William Cobbett, after J. R. Smith ; the Right Hon. William Pitt, after Copley ; Lord 

Camden, after Gainsborough; Kemble, in the character of Richard III., after Hamilton; 

Lord Graves, after Northcote ; and the well-known portrait of Lord Thurlow, in which the 

face and hands are stippled, the wig and ruffs in line and stipple, and the remainder of the 

work in pure line. A portrait of Dr. (Matthew) Maty (principal librarian of the British 

Museum, 1772-1776), by his own order, was engraved after his death by Bartolozzi, to 

be given to his friends, of which no more than 100 copies were taken off, and the plate 

destroyed. 

There are few—it is to be feared very few—examples of Bartolozzi’s engravings on 

satin, and these appear to have been mostly intended for presentation. The writer has 

seen a brilliant impression of his “ Children at Play,” printed in colours, that has been 

handed down from generation to generation, and was originally presented by Bartolozzi 

himself as a compliment to the head of the family he was visiting. Prints on satin would 

naturally be taken not only with extra care, but when the plates were in fine condition ; 

the soft lustre of the material peculiarly accords with the delicacy of stippled engraving. 

The following is from Ackermann’s Repository of Arts for 1815, vol. xiii. pp. 364-5. It 

is to be regretted that there is no evidence as to the eventual destination of this truly 

magnificent collection:— 

4i View 



Bartolozzi and his PVorks. 

View of the most complete collection of Francesco Bartolozzi’s Works, collected by 

himself, containing his first essays in Florence, Rome, Venice, and all his engrav¬ 

ings in London, classed according to their Subjects, fixed upon coloured paper, 

in 44 vols. folio. 

Volumes. Total of Impressions, Various. 

No. 

Prints. 
His Works in Italy. 

Original. Proofs. Etchings, 

I 343 First works in Florence and Rome, proofs and 

etchings, very rare, most of them unknown 29I . 43 • 9 
2 195 Italian Engravings at Venice, ditto, ditto 142 . 53 

3 105 The continuation of them, ditto, ditto 67 . 3 7 • 1 

643 Total of the Italian Engravings forming 500 . 133 • 10 

His Works in London. 

4 107 Etchings after Guercino. 75 • 3i # 1 

5 129 Continuation of them, Cozen’s Designs of Beauty, 

Pergolesi’s Decorations ..... 104 . 20 • 5 
6 100 Poetry and Novels, large plate ..... 32 . 52 • 16 

7 a 95 Portraits, in folio. 26 . 46 • 23 
7 b 98 Portraits, in quarto, and Conversation 32 . 4i • 25 
8 a IOI Mythology and Allegory ...... 27 • 55 . 19 
8 b 100 Allegory and Emblems ...... 32 . 45 23 
9 a IOI History of England ....... 26 . 50 • 25 

9 b 97 History, Ancient and Modern ..... 27 • 5i • 19 
10 117 Continuation, figures in landscape .... 44 • 52 • 21 

11 98 Designs, fans, various subjects after Leonardo da 

Vinci. 5i • 30 • 17 
12 145 Titles and Tailpieces of books, music, etc., etc. 67 . 30 • 48 

13 77 Macklin’s Poets. 26 . 34 • 17 

14 93 Various subjects, Tresham’s Shakespeare. 48 . 32 • 13 

15 61 The largest engravings, the Death of Lord Chatham 17 • 29 • 15 
16 62 Idem, various subjects, strokes and dots, Captain 

Cook, etc.. 19 . 3i • 12 

17 94 Holbein’s Heads, smaller volumes .... 39 • 47 • 8 

18 95 Ditto, continuation, idem ..... 5i • 20 • 24 

19 100 Historical Portraits, idem. 30 • 52 • 18 

20 100 Frontispieces of music and books, continuation of 

vol. xii. 44 • 39 • 17 
21 95 Portraits of Celebrated Men, ditto of vol. vii. a 37 • 44 • 14 
22 120 Portraits of Learned Men and Artists, vol. vii. b 52 . 58 • 10 
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Volumes. . Total of 
No. Prints. 

23 103 

24 96 

25 96 

26 121 

27 84 
28 96 

29 • 103 

30 80 

31 99 
32 108 

33 128 

34 128 

35 90 

36 146 

37 54 
38 51 

39 60 

40 52 

4i 67 

24 

4,614 

Impressions, Various. 

Ladies and Female Artists, vol. vii. b 
Original. 

38 
Proofs. 

• 52 
Etchings. 

• 13 
Religion and Maternal Love ..... 26 . 58 . 12 
Emblematical Portraits, vol. viii. b . 31 • 53 . 12 
Fine Arts, Virtues, continuation of Emblems, vol. 

viii. b. and xxv. ....... 42 . 65 • 14 
Poetry and Novels, vol. vi.. 28 • 47 • 9 
Designs, various, Strokes and Dots, continuation of 

vol. xi. 40 • 35 . 21 
Mythology, vol. viii. a ..... 31 • 5i . 21 
Allegory, Emblems, vol. viii. b. 20 • 44 . 16 
Frontispieces of Books, vol. xii. .... 41 . 49 • 9 
Titles and Tailpieces, vol. xii. ..... 49 • 36 • 23 
Tickets for music, etc., Medals of the Kings of Mace- 

donia. 50 • 67 . 11 
Tickets, Visit Cards. 68 • 53 • 7 
Children Playing, and Conversation .... 33 . 41 . 16 
Various Subjects engraved under Bartolozzi’s direc- 

tion. 

A Vase, Bust, and Gems. 24 • 17 • 13 
Marlborough Gems, with Text, vol. i., rare impressions 5i 

Ditto, without Text, vol. i., incomplete, proofs . . 52 . 8 
Ditto, with Text, vol. ii., rare impressions . 52 
Ditto, without Text, vol. ii., complete, proofs • 54 • 13 

Various large Prints, separate. 3 . 12 • 9 

Engravings, contained in 44 volumes, with Barto- 

lozzi’s name. 2P33 1,808 627 

Various proofs and variations. 1,808 

Various etchings and variations 627 

Total.4,468 

The above volume 36 added, the prints under his 

direction.146 

Total of engravings .... 4,614 

“ To this collection are joined upwards of one hundred and sixty sketches and draw¬ 

ings by Bartolozzi and various celebrated English artists. 

“ The above collection is the property of Mons. Von der Null, at Vienna ; and further 

particulars respecting it may be known of Mr. Ackermann, 101, Strand.” 
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Michel Huber, in his “ Manuel des Curieux et des Amateurs de FArt,” published at 

Zurich in 1800, says that “ Bartolozzi’s works are very much sought after, and their 

excellence has induced many amateurs to form collections, of which one of the most 

considerable that exists has been sold by Monsieur Poggi,* of London, for £1,000.” This 

* Probably Poggi, the printseller. 

large and presumably fine collection has been referred to by other writers of a later date, 

who are probably all indebted to the same source for their information ; but unfortun¬ 

ately nothing is known as to the number of distinct prints it contained, who was the 

purchaser, or what became of it. 

Collectors have been somewhat curious to see what Drs. Julius Meyer and Hermann 

Liicke would say of Bartolozzi in their “ Allgemeines Kunstler-Lexikon ”—now publishing 

in parts,—so long in preparation and still unfinished. It had been hoped that Le Blanc’s 

list, the most complete hitherto compiled, would have been exceeded and made more 

perfect; as it is, the details given of the great engraver’s life are of the barest, without a 

single item of interest other than has before repeatedly appeared; and* as to his works, 

about four hundred only are mentioned, all of which, with, so far as can be found, thirteen 

exceptions, had been before catalogued by Le Blanc, who mentions, in his “Manuel de 

L’Amateur D’Estampes,” seven hundred in all. 

The total number of prints engraved by Bartolozzi has been variously estimated at 

from four hundred by Cyrillo,*—who might reasonably have been supposed to have been 

* Collecgao de Memorias, relativas a’s vidas dos pintores, e escultores, architetos, e gravadores Portuguezes, e dos 
Estrangeiros, que estiverao em Portugal, recolhidas, e ordenadas por Cyrillo Volkmar Machado, Pintor ao Serv^o de 

S. Magestade. O Senhor D. Joao VI. Lisboa : Na imp. de Victorino Rodrigues da Silva. Anno de 1823. Canada 

do Collegio, N. 6. 

provided with more accurate data,—up to two thousand seven hundred by a contributor 

to Ackermaniis Repository of Arts about the time of his death ; while in a short obituary 

notice in the Scots' Magazine for August, 1815, the number of his works is definitely, but 

inaccurately, stated to be two thousand and fifty-four ; the paragraph is copied into the 

European Magazine, vol. lxvii., 1815. 

It has been thought advisable, for the addition of collectors’ notes, to interleave with 

ruled paper the final chapter devoted to a list of Bartolozzi’s works. 

It is certain that there are prints engraved by Bartolozzi which, up to the present 

time, the writer has been unable to see.* He has, as will be seen, catalogued upwards of 

* No attempt has hitherto been made to bring together and separately catalogue books partly or wholly illustrated by 
Bartolozzi; and the list, beginning at page 92, must necessarily be accepted as imperfect. 

two thousand, exclusive of “ states ”; and it is probable that were it possible to bring 

together a specimen of every print bearing the name of Francesco Bartolozzi, R.A., as 

engraver, including unsigned examples, the total number would fall considerably short of 

two thousand five hundred. 
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CHAPTER XLI. 

Bartolozzi’s Pupils: Sketches of their 
Lives. 

/"I "J e7t (73 r ^7r T ^egan takinfa pupils almost immediately on 
^ \S\^d ^aJ. his arrival in this country, and continued to 

M 9 impart instruction until he finally left it. He first gave drawing lessons, his fee 

being ten shillings an hour ; but notwithstanding that he had made a name as a line 

engraver, it was to learn the new art of stippling that drew would-be pupils—some of them 

line engravers like himself—in numbers to his studio. Many of those he taught earned for 

themselves undying fame as stipple engravers. Pupils of mediocre capabilities came to 

him also, for instructing whom he was well paid ; but their guardians, strangely enough, 

appeared to forget, that while he could develop talent, he could not create it, and their 

names have dropped into merited oblivion. 

After mentioning Tomkins, Schiavonetti, Bovi, and Gillray, as being amongst 

Bartolozzi’s best, Anthony Pasquin * says, “ his other pupils are unworthy of their great 

master.” 

* Anthony Pasquin, whose real name was Williams, was by profession an engraver; but making little progress in 
his art, he abandoned the graver for the pen, and took up the profession of a satirical scribbler, which he at times pur¬ 
sued with revengeful malignity. Henry Angelo, in his “ Reminiscences,” vol. i., page 316, says that he has heard it stated 
that Pasquin studied under Bartolozzi, but although he attempted by enquiry to determine whether this were so, he was 
unable to glean any satisfactory information. He mentions, however, that certain vignettes appended to Pasquin’s 
writings, which are the work of his own hand, are obviously in the style of the school of Bartolozzi, particularly that on 
the title page as a frontispiece to his “ Children of Thespis,” a poem in which he maliciously satirised many of the lead¬ 
ing actors of the day. There is a small oval portrait of Williams, alias Anthony Pasquin, engraved by Bartolozzi. 

No doubt Bartolozzi added considerably to his income by the fees he received from 

many of his pupils, which appear to have varied in amount from one to five hundred 

guineas. Some of them lived with him, and he appears not only to have charged for 

their board, but also rent for the room or rooms they occupied. 

The works of many of Bartolozzi’s pupils are now sought by collectors with much 

eagerness, and obtain almost as high prices as those by Bartolozzi himself. Such was the 
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demand for prints by Bartolozzi, that he could only keep pace with his numerous com¬ 

missions by employing a staff of engravers—mostly his own pupils—to “ forward ” his 

work, i.e.f to carry it, under his superintendence, to the verge of completion, when the 

finishing touches or corrections would be made by the master hand. 

In the catalogue of Sir M. M. Sykes’ print sale (ist day, 5th part, lot 344) Bendetto, 

Mango, and Tomkins are grouped together as pupils of Bartolozzi; but as Bendetto 

(Castiglione) flourished a century before, and his son—also an artist, though he never rose 

above mediocrity—must have been either dead or a very old man when Bartolozzi came to 

England,—while of Mango nothing can be traced,—the grouping of the names, as regards 

the two former, may be safely credited to the carelessness of the compiler of the catalogue 

Angelo, the great master of fence, says in his “ Reminiscences,”* “ I received instruction 

* Vol. i. p. 18. 

under each of these able masters ” (Bartolozzi and Cipriani) “ with such advantage that 

had my industry kept pace with their friendly zeal, I might have made rapid advances 

in that delightful pursuit. I began with eyes, nose, and ears; then proceeded to hands 

and feet, and I believe ended my lessons by the time I had copied these extremities—so 

technically denominated,—for I do not remember ever having attempted to unite all these 

parts in one entire figure.” 

Bartolozzi took great pride in the improvement of his pupils, and instructed them 

conscientiously, withholding nothing that would tend to their advancement. To be a 

pupil of Bartolozzi was a proud and valuable distinction, and there were always more 

applicants than room could be found for. The next best thing to Bartolozzi’s name on a 

plate was, So-and-so, “Pupil of Bartolozzi,” and the possessors of this distinction could 

always obtain fair prices and an unlimited supply of work from the printsellers. 

It is possible—in fact more than probable—that there are other pupils of Bartolozzi 

whose names are unknown to the writer, but may be found inscribed as such on prints 

that have not hitherto come under his notice. In giving a short history of the lives 

of those that are known to him, he has endeavoured to incorporate matter—much of it 

will be entirely new to most readers—which will not be found in the usual authorities ; 

nevertheless he would express his indebtedness to the compilers and editors of those 

standing text-books: Bryan’s “ Dictionary of Painters and Engravers,” and Redgrave’s 

“ Dictionary of Artists of the English School.” Respecting some of the names given, he 

has been unable to find anything beyond their record as pupils of Bartolozzi on prints 

that have come under his personal observation, and that notwithstanding the courtesy of 

Mr. F. Redgrave in searching the memoranda left behind by the late Mr. Samuel Red¬ 

grave relating to the lives omitted from the valuable work just referred to. 

Berghe, J. J. Van der (living at North End, Fulham), exhibited at the Royal 

Academy in 1796 (No. 368), “The Day and the Twelve Hours”; and in 1797 (No. 750), 

“ The Night and the Twelve Hours.” 
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Bettelini (Pietro)* was born at Lugano, in Italy, in 1763, and came over when very 

* It is related of this young rascal that on one occasion his dignity was much hurt at being asked by Bartolozzi— 
who did not wish to leave his work—to step out and purchase some cold food. The pupil took the money and went, 
and shortly afterwards a hackney coach drove up to the door. There was a thundering knock, and Bartolozzi’s presence 
was requested. When he came down, grumbling at being disturbed, Bettelini gravely handed him the parcel of cold 
victuals, disappeared into the house and left his irate master to settle with the coachman. The authenticity of this tradi¬ 
tional anecdote may be questioned, as it has appeared in various forms, amongst others in “ The Lounger’s Commonplace 
Book,” published in 1798, where it is related of Philip Yorke, the son of an attorney at Dover, afterwards Chancellor of 
Great Britain and Earl of Hardwicke, who, during his education for the law in an attorney’s office, was frequently teazed 
by the wife of his principal with commissions considered by him inconsistent with propriety and decorum. “ As you 
are going by the greengrocer’s, Mr. Yorke, will you be so good as to buy me a cauliflower,” was the last request he was 

troubled with. On his return the cauliflower was produced, which he observed cost one-and-sixpence. “ Sixpence for 
the cauliflower, and one shilling for the chair to bring it home in.” 

young to this country to study under Bartolozzi. He appears, as the following character¬ 

istic letter will show, to have been somewhat wild :— 

The Most Beloved Signor Torre* North End, 22 Oct., 1784. 
You will pardon me if I trouble you with this letter, but I am caused much anxiety 

by the conduct of the youth Bettelini, who left here yesterday morning after breakfast 

without saying a word to anybody, and I have not since seen him, nor do I know the 

reason. I console myself that he will never be able to complain that I have ill-treated him, 

but already this was not the first time he had made the same scene. A fortnight ago he 

wrote me a letter after having absented himself two days, in which he told me he believed 

the climate did not agree with him, because he felt an oppression of the heart. I then 

spoke to him, and to cheer him said that I believed it arose from the nature of the work he 

was engaged on, which certainly was unhealthy ; but that if this was a cause of melancholy 

I would alleviate that by giving him other and more pleasant work, which I did, as you, 

Sir, observed when you called, when he was doing a plate in the red style, after a picture 

of Signora Angelica. He seemed to get more and more cheerful and commenced the plate, 

but again got tired of it, and as I have above said, went off yesterday morning, and I have 

seen no more of him. I have several times asked him if he wanted money, and he has 

always said no, since I had given him two guineas for pocket-money, and he never had to 

provide for anything, as I can show you by the expenses I have incurred for him, which 

amount to fifteen or sixteen pounds without his board, and my intention was always to pay 

him proportionately as he got on in his work. But, for his misfortune, he is full of self¬ 

esteem, and thinks he knows far more than he does, and there is much wanting before he 

arrives at perfection ; and all the work he did upon the plate, there was great need for 

Delatre to touch it up. Dear Signor Torre, I should be sorry if you were grieved for any 

reason, and if the youth to excuse himself should tell you some story in his own fashion; 

but this that I tell you is the pure truth, and I propose to have the pleasure of speaking to 

you in person next Saturday. In the meantime I have considered it my duty to let you 

know ; and begging you to excuse my tediousness, I beg you to believe me, 

Your most devoted and humble servant, 

FRANCESCO BARTOLOZZI. 

* A. Torre was a London printseller who published a number of Bartolozzi’s plates. He also had a shop in the 
Porte St. Antoine, Paris. 

47 He 



Bartolozzi and his lVorks. 

Bettelini eventually settled down to work, following the classic style of Raphael 

Morghen, and achieved a considerable reputation. His finer works are now much sought 

after. 
Bettelini (living at 7, Coventry Street), exhibited at Royal Academy in 1786:— 

504. Jesus Christ Releasing Souls from Limbo. 

609. The Deluge. 

BOUCHER, F., dels, F. Bartolozzi, Dirt* (direxit), appears on a not over-well executed 

little oval print in stipple, entitled “ The Shepherdess.” 

* Most probably a spurious imprint. 

Bovi (Mariano) was an Italian engraver, printseller, and publisher, who was 

established at No. 207, Piccadilly, where he issued numerous fancy subjects, principally 

after Angelica Kauffman and Cipriani. Bovi was related to James Minasi, another of 

Bartolozzi’s pupils,* his mother being the sister of Rocco Minasi, the grandfather of the 

* See Minasi. 

latter, who flourished as a merchant of Scilla, about 1730-40. Bovi was probably born 

about the latter year. He became an engraver of acknowledged talent, and describes 

himself on his plates as a pupil of Bartolozzi. This was so, and it would appear that it 

was the King of Naples, Ferdinand IV., who sent him to this country to study engraving 

under the great master Bartolozzi. There is extant a very interesting letter from Bovi’s 

brother Rocco, at that time Mayor of the town of Scilla, who writes from Naples, Oct. 31st, 

1799, describing events connected with the French invasion of southern Italy, and an 

audience he had officially with the king at the capital. On this occasion, he tells his brother 

that, after kissing hands, he said to the king, “ Your Majesty, I am the brother of Mariano, 

whom you sent to London under Bartolozzi, to perfect himself in engraving and drawing, 

and who has engraved your royal family; and the king, laughing, took my hand, saying : 

‘ e vivo Mariano, e vivo Mariano ! ’” For some reason or other, probably the carelessness of 

the writing engraver, the final letter of Bovi’s name frequently appears altered to a, and 

that spelling—“ Bova ”—is given in Phillips’s “ Dictionary of Biographical References.” 

Many liberties have likewise been taken with his Christian name, which is given as 

Marian, Marianne, M1}?, and sometimes even as M1:?; doubtless also the result of care¬ 

lessness. Little appears to be known of Bovi’s career; but from the great number of 

plates he engraved and published, he was evidently in an extensive way of business. He 

eventually became bankrupt, and his stock of prints and copperplates was sold by order 

of the assignees at public auction, by Messrs. King & Lochee, at their rooms, 38, King 

Street, Covent Garden, on Tuesday, May 28th, 1805, and two following days. The stock 

included a great number of prints, and about four hundred copperplates by himself, 

Bartolozzi, and other engravers. The three days’ sale produced ^1,034 14^ od. 

CHEESMAN (Thomas) was born in 1760, and is recognised as one of Bartolozzi’s 

best pupils. In addition to his numerous works of a fanciful character, which are sought 

after by collectors, he engraved a portrait of General Washington; the “ Two Apostles,” 

after Giotto ; some subjects after Romney; and “The Lady’s Last Stake,” after Hogarth. 
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Cheesman, J. (living at 40, Oxford Street), exhibited at the Royal Academy in— 

1798. 890. Head of a Bacchante. 

(living at 71, Newman Street) : 

1802. 437- Plenty. 

1803. 603. Summer. 

612. Spring. 

1804. 313- A Young Gentleman. 

514* Amphitrite. 

1805. 298. Erminia—Tasso. 

380. A Young Gentleman. 

1806. 739- Ditto. 

1807. 620. A Young Lady. 

1808. 570. Nymphs Bathing. 

1809. 487. Drawing of ditto. 

1810. 469. A Young Lady. 

1811. 563- A Young Gentleman. 

1812. 463. A Young Lady. 

1813. 467. A Lady. 

1817. 566. A Gentleman. 

854. A. C. Giese, Esq. 

1820. 512. A Lady. 

Claessens (Lambert Antoine) was born at Antwerp in 1764, and after practising 

as a painter of landscapes, abandoned the brush for the graver, and executed numerous 

works after Giorgione, Rubens, Gerard Douw, Rembrandt, De Koningk, Ostade, and other 

eminent painters. 

Clarke (John), an engraver who resided in Gray’s Inn, is said to have been one 

of Bartolozzi’s pupils. Bryan credits him with having engraved a portrait of Rubens 

and a print of ‘ ‘ Hercules and Dejanira.” 

Clarke, J. (living at 10, Prince’s Court), exhibited at Royal Academy in— 

1801. 304- View above Rochester Bridge. 

(living at 27, Dartmouth Street) : 

494. View below Rochester Bridge. 

1803. 500. Tunbridge. 

1804. 597- Milford Haven. 

1812. 441. St. Blyth Boarding four French Vessels. 

470. Chalk Cliffs. 

1813. 797- A Lime Hoy. 

1814. 528. Sailor’s Story. 

669. Sailor’s Story. 

1818. 688. Wade, W., Havant. 

1825. 493- Four sketches, etc., poem of Tournament. 
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(living at 9, Symond’s Inn) : 

1832. 1605. Netley Abbey. 

CROMEK (Robert Hartly) was born at Hull, in June, 1771. His parents intended 

to have sent him to the bar ; but developing a strong taste for art, he was allowed to follow 

his inclination, and after studying for some time under Bartolozzi, he took up the mixed 

professions of engraver, printseller, and publisher. He engraved numerous book-plates 

after Stothard. He was accused, after having seen Blake’s “ Canterbury Pilgrims,” of 

engaging Stothard to paint the same subject for him as a speculation,—a charge which, 

though groundless and afterwards refuted by his son, did not prevent him falling under 

the lash of Blake’s epigrammatic scorn :— 

“ Cromek loves artists as he loves his meat; 
He loves the art, but ’tis the art to cheat.” 

He died in 1812, aged forty-two. 

Delatre or Delattre (Jean Marie) was born at Abbeville, 1745 ; and after working 

some time in Paris, came to London in 1770, where, after receiving instruction in the 

stippled manner of engraving from Bartolozzi, he became his principal assistant. He 

engraved many fanciful subjects after Angelica Kauffman, Cipriani, Wheatley, Stothard 

and Hamilton, and many plates for Bell’s “ British Poets.” Delattre worked with remark¬ 

able quickness, notwithstanding which he contrived to give his prints a high and delicate 

finish. It is known that a great deal of the work that bears Bartolozzi’s name is largely 

indebted to the unremitting perseverance of Delattre ; and it was he who was often 

employed by Bartolozzi to touch up and put right the work of less-gifted pupils, and 

plates from the hands of other engravers brought by the print-publishers with the same 

object. Delattre recovered in 1801, from Copley, the painter, the sum of six hundred 

guineas for a plate he had engraved for him, a further account of which will be found in 

another chapter. He was one of the Governors of the Society of Engravers, and in 

his later years was a pensioner on Peter Harvey’s Society. He died June 30th, 1840, at 

North End, Fulham, in his ninety-fifth year. 

Fielding* (Thomas) was born about 1758, and studied under Bartolozzi and Ryland, 

* Bryan incorrectly describes him as John Fielding. 

and was to the latter as Delattre to Bartolozzi; in fact, he worked so much for Ryland 

that the plates bearing his own name are very few. His best period is between 1780-90. 

Fielding appears to have been quite as proud of his connection with Ryland as with Barto¬ 

lozzi, for on several of his more important plates (some of which are in the collection of 

the writer), as “ Theseus Finding his Father’s Sword and Sandals ” {vide Plutarch), after 

Angelica Kauffman ; “ The Death of Procris,” after ditto, etc., etc., there is inscribed on the 

plates, “ Thomas Fielding, pupil of the late Wm. Wynne Ryland, sculp.” 

Gardiner (William Nelson), musician, actor, artist, parson, engraver, scene-painter, and 
bookseller, was, according to his own short account of his life, written immediately before 
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he committed suicide, born in Dublin, June nth, 1766. He received a fair education, and 

showed a taste for art in early life, pursuing the study at the Dublin Royal Academy, 

where he was awarded a medal. Having visions that London was paved with gold, he 

adventured thither, and after wandering about for some time was employed by Mr. Jones, 

in the Strand, who cut profile shades in brass foil, which Gardiner had to finish off with a 

little paint. He afterwards joined Messrs. Betham, of Fleet Street, who did a prodigious 

business in making black profile shades, Gardiner’s work being to touch them up with 

colour and add a little finish. He was then taken up by Captain Grose, who placed him 

with Mr. Godfrey, the engraver of the “Antiquarian Repertory.” He subsequently joined 

Messrs. Sylvester & Harding, of Fleet Street, where he engraved some of their illustrations 

to Shakespeare, etc. He worked for Bartolozzi, whose manner he closely imitated, but as a 

rule seemed to prefer a much finer grain in his stippling. He says in his “ Life,” that it 

was a long time before Bartolozzi was satisfied with his work and “ listed him amongst 

the number of his pupils; and further, makes the positive assertion that “some of the 

plates to Lady Diana Beauclerc s edition of ‘ Dryden’s Fables ’ woire entirely my own, and 

many of those with the name of Bartolozzi affixed were mine.” * He somewhat egotisti- 

* See page 80. 

cally described himself as only inferior to Bartolozzi, Schiavonetti, and Tomkins, and con¬ 

fesses to having never liked the profession of engraving, which he eventually entirely 

discarded. He studied for the Church, then once more turned to art, supporting himself 

by copying portraits in water-colours. He closed his career as a bookseller in Pall Mall, 

and his catalogues (collections of scarce and curious books), annotated with some of the 

most pungent notes ever written, are now very scarce and highly prized. Gardiner 

was introduced by Dr. Dibdin into his “Bibliomania,” where he figures as Mustapha. 

He succeeded but indifferently as a bookseller, and his health breaking down, he com¬ 
mitted suicide on June 21st, 1814. 

Gardiner, W. N. (living at 137, Fleet Street), exhibited at the Royal Academy in- 

1787. 176. Bird Fancier. 

208. St. John in the Wilderness. 

458. View at Patterdale, in Ulleswater. 

1788. 498. Gramachree Molly, from Irish ballad. 

602. Edwin and Emma, from Mr. Mallett’s poem. 

(living at 159, New Bond Street) : 

1792. 705. Fanny of the Dale. 

706. Death. 

708. Scene from “ The Captives.” 

709. Scene from “ The Castle of Otranto,” 

732. Molly Ashore. 

(living at 438, Strand) : 

1793• 600. Ascension. 

713. Forsaken Maid. 
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Gillray (James), one of the greatest of English caricaturists, was born about 1757, 

and commenced his career as an apprentice to a writing engraver, but, disgusted with 

the drudgery, he ran away and joined a company of strolling players. Tired in turn of 

this mode of life, he sought admittance as a student of the Royal Academy, and studied 

engraving under Bartolozzi, who initiated him in the use of the etching-point and graver ; 

the benefits of this instruction are distinctly recognisable in his after productions, which 

exhibit a freedom and graceful execution lacking in his earlier works. His prints, which 

formed one of the most amusing attractions of the day, are exceedingly numerous ; and 

however grotesque the character, the subjects were always distinctly recognisable. He 

worked with great freedom and celerity, frequently etching his designs at once upon the 

copper. His latest work is dated 1811. He died June 1st, 1815, aged 58. 

Godby (James) practised in London during the early part of the present century. In 

1812 he engraved the illustrations for the “Fine Arts English School”; also “The 

Miraculous Draft of Fishes,” after Raffaelle. 

Legoux (L.) practised as an engraver towards the end of the last century. He 

executed numerous benefit tickets, in which he closely followed the style of his master • 

and amongst his more important prints of average merit, the writer possesses a circular 

example, after J. H. Pernotin, entitled, “ Hypsipyle Destroying the Arms and Sceptre of 

her Father Thoas,” bearing the imprint: “ Engraved by L. Legoux, pupil of F. Bartolozzi, 

R.A., engraver to His Majesty. London: published February 1st, 1791, by L. Legoux, No. 

52, Poland Street, Soho” \ “A Guardian Angel,” after Foster; “A Bacchante,” after 

Downman ; and “ Ariadne,” after his own design. Nothing appears to be known of 

Legoux’s history. 

MARCUARD (Robert Samuel), an Englishman, was born in 1751, and was esteemed 

one of Bartolozzi’s best scholars. He excelled both in stipple and mezzotint, but chiefly 

practised the former method. His numerous fanciful subjects, after Cipriani, Kauffman, 

Hamilton, Hoppner, Flaxman, Reynolds, and Stothard, are much esteemed. He died in 

1792. 

Metz (Conrad Martyn) was a native of Bonn, and received his education as an 

engraver under Bartolozzi. He practised both the stipple and aquatint methods of engrav¬ 

ing, and his principal works consist of imitations and facsimiles of the drawings of old 

Italian masters, of which he published a great number, more particularly those by Parmi- 

giano in the Royal Collection, and those of Polidoro Caravaggio. In 1801 he left England 

for Rome, where he continued to reproduce prints imitating the drawings of the old 

masters, until the time of his death, which occurred in 1827, at the age of seventy-two. 

Nagler enumerates upwards of two hundred of his engravings. 

Metz, C. M. (living at 6, Roll’s Buildings, Fetter Lane), exhibited at the Society of 

Artists in— 

1774. 385. Whole length of Child. 

1775. 158. Gentlemen. 
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(living at Grosvenor Row, Chelsea) exhibited at the Free Society in- 

1783- 178- Indian Funeral. 

106. Drawing of Apollo and Shepherds. 

284. A Drawing. 

Meyer (Henry) was a nephew of Hoppner, the painter, and was born in London 

about 1783. He worked in mezzotinto, and afterwards studied the stipple style of 

engraving under Bartolozzi. He is chiefly known as an engraver of portraits, in all the 

examples of which the drawing is good and the likeness well preserved. Amongst 

numerous works he engraved the “ Princess Charlotte and Prince Leopold,” after A. E. 

Chalon, R.A.; “ Miss O’Neill as Belvidera,” after Devis ; “ Sir Roger de Coverley,” after 

Leslie, R.A. He was one of the original members of the Society of British Artists, in 

the foundation of which he was very active, and he contributed extensively to their first 

exhibition in 1824, and occasionally afterwards. 

Meyer, H. (living at 31, Berners Street), exhibited at the Royal Academy in— 

179°* 189. View between Nimweegen and Cleve. 

194. Water Mill in Gelderland. 

415. Landscape. 

443. Arnhem in Gelderland. 

454. View in Gelderland. 

460. View. 

(living at 34, Charles Street, 1\ 

1792. 5i. Landscape. 

81. Ditto. 

443- Ditto. 

465- Ditto. 

506. Ditto. 

0
0

 
0

 
i
n

 Ditto. 

1804. 381. A Malthouse. 
1821. 150. Mr. G. Dyer. 

531- Mr. Davis. 

537- A Lady. 

577- Captain Smith, R.N. 

1822. 185. Mrs. Dix. 

561. A Lady. 

776. Major Cartwright. 

788. Mrs. Snow. 

789. A Portrait. 

1823. 91. A Lady. 

175. Mrs. G. Osborne. 
1825. 33i. A Lady. 
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MlDDlMAN (Samuel) was a pupil of Byrne and Bartolozzi, and was chiefly employed 

by Alderman Boydell. He was possessed of great skill and considerable taste, and was 

distinguished for the beauty and freedom of his etching. In addition to his works after the 

old masters, he engraved, with scrupulous care and finish, numerous fancy and allegorical 

subjects after Cipriani. He excelled, also, in landscape engraving, and produced “ Select 

Views in Great Britain,” published in 1784-92 ; “Picturesque Views and Antiquities of 

Great Britain,” published 1807-11. He died in Cirencester in 1831, at the age of eighty- 

one. 

Middiman, S. (living at 79, Margaret Street, Cavendish Square), exhibited at the Royal 

Academy in— 

1780. 331. Landscape, a drawing. 

451- Ditto, ditto. 

1781. 511* View near Canterbury. 

512. Ditto, ditto. 

1782. 401. West Gate, Canterbury. 

403. Church of St. Martin, Canterbury. 

457- Road between Canterbury and Sandwich. 

1795. 7 9- Landscape. 

332. A Wood Scene. 

1796. 674. View in Glamorganshire. 

1797. 672. Swansea River. 

Exhibited at the Society of Artists in— 

1772. 204. Landscape, a drawing. 

1773* 185. Ditto, ditto, black chalk. 

1774. 150. Ditto, ditto. 

1775. 150. Ditto, etching after Gottenbourg. 

1776. 232. Ditto, an engraving. 

1777. 243- Print, after Landscape by Gainsborough. 

Exhibited at the Free Society in— 

1771. 165. Landscape, a drawing. 

Minasi (James), the engraver and pen-and-ink artist, was a native of Scilla, in 
Calabria, where he was born on the 25th of July, 1776. His father, Mariano Minasi, was 

engaged in mercantile life, the occupation, it appears, of other members of the same family. 

His grandfather, Rocco Minasi, is referred to as an “ honourable and wealthy merchant.” 

Of Rocco’s family may be mentioned his two sons, Antonio and Mariano. A sister of 

Rocco married a merchant named Bovi, two of whose sons are known—Mariano Bovi,* 

* See Bovi. 

the engraver, and Rocco Bovi, mentioned as a “ learned professor of trigonometry ” and 

at one time mayor of the town of Scilla. 

Of the sons of Rocco Minasi, Antonio became celebrated as a learned naturalist 
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patronized and employed by the King of Naples, Ferdinand IV., and by Pope Clement 

XIV.; and was sent with the traveller Swinburne, to make researches in the natural 

history of the country. At Rome, where he obtained the degree of doctor, he appears to 

have been acquainted with Bartolozzi, whose pupil his cousin, Mariano Bovi, subsequently 

became. Of the children of Mariano Minasi we know only James Anthony, the subject 

of this sketch, and Henry Swinburne Minasi, for some time his brother’s pupil in the art 

of engraving; and, subsequently, until his death, Consul-General in London for the 

kingdom of the two Sicilies. 

James Minasi from early life was the protege of his uncle Antonio, who eventually 

introduced him to the notice and patronage of the royal family of Naples. During his 

boyhood, whilst walking with a relative, he was overtaken by one of those earthquake 

shocks which devastated Calabria in 1783 and subsequent years, in which, amidst a wild 

trembling of the earth and the alarmed cry of his companion, he was thrown to the 

ground. Either the impression made on his mind by the terrible calamities he witnessed 

around him, in which his family suffered in common with others, or the influence of home 

teachings, seem at this early period to have led him to the practice of religious austerities ; 

and he would sometimes, he has stated, sleep on the floor of the church, with only a book 

under his head, in the hope of gaining the favour of Heaven. He used to relate the circum¬ 

stance of his having on one occasion opened a cupboard, and helped himself unbidden to 

some fruit. This he afterwards confessed to a priest, who prescribed as his penance licking 

the dust from the floor of the room from one end to the other, which the youthful penitent 

faithfully performed. Receiving a classical education, young Minasi mastered the language 

of Italy in its purest form ; becoming at the same time proficient in Latin and a fluent 

speaker of French. He seems early to have manifested a talent for drawing, and in all 

probability received suitable instruction in art. In the beginning of the year 1793 he came 

to this country for the purpose of pursuing art as a profession, and took up his abode with 

his cousin, Mariano Bovi, pupil of Bartolozzi, then living at 207, Piccadilly. It would 

appear that Minasi continued his studies under Bovi, and obtained employment through 

his means; but the connection does not appear to have proved a happy one, and he left 

him suddenly. In a letter to his uncle—“ Caro ed amato Zio ”—dated 17th March, 1795, he 

makes a long statement of what he had to endure at his cousin’s, whom he terms, “ Itporco 

Bovi,” and describes the person who attended to his household affairs as an “ Irish bel¬ 

dame ” (strega Irlandese). “In spite, however, of all I suffered while living with my cousin 

Bovi,” he writes, “ I managed to get instruction from the celebrated Bartolozzi, who, 

through his natural kindness, esteems me very much.” His uncle had previously interested 

the King of Naples in his behalf, in order that he might be received by Bartolozzi as an 

apprentice; and on that subject wrote to him in a letter dated 6th October, 1795 : “ I have 

begun to circulate your engravings of a small size, ‘ Zingara di Capo di Monte,' which, for 

its noble execution, resembles ‘ La Clizia ’ of our celebrated master Bartolozzi. I don’t 

know what result my influence may have had with the King and [Sir William] Hamilton 

to recommend you as an apprentice to Bartolozzi. In case you don’t succeed there, I shall 

have you here under [Carlo] Poporato, who has been engaged by the King to start the 

School of Engraving, on eighty-four ducats per month and full board. In case you are 
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called here by His Majesty, you will be obliged to obey : Poporato will not be an inferior 

master. Send me some of your drawings and engravings done without the aid of Bovi, or 

the son of Bartolozzi, as Poporato, to whom I have spoken of you, wants to see them.” 

This letter, in which Minasi is called by his uncle, “ Caro Nipote Wilful,” is addressed to him 

at “Mr. Molteno’s,* num. 76, St. James’s Street.” 

* Molteno, the well-known printseller. 

Bartolozzi offered to receive Minasi as an apprentice for three years for one hundred 

guineas, to be paid in advance, in addition to the expenses for board and travelling. 

The premium was made an objection to by Minasi’s uncle, who was willing to pay 

150 ducats (£25) yearly for three years. Eventually a compromise seems to have been 

effected, and the young engraver became the pupil of Bartolozzi, apparently on a three 

years’ service, for which his master was to receive 200 ducats yearly in advance. A curious 

question arises from the perusal of a correspondence which took place during several 

succeeding years, from which it would appear Bartolozzi never received any premium ; or, 

if he did, it was returned, but not to Minasi’s uncle. A difference seems to have arisen 

between the master and pupil, resulting in a separation ; but this was not for long. 

The Doctor, in a letter to his nephew, expresses great surprise on the subject, and 

demands an explanation of the affair: “You have made me lose 200 ducats,” he writes, 

“ and you will suffer the shame of having been pupil of Bartolozzi only a few weeks. 

. . . You ought not to criticise your master, but be kind to him, and try to regain his 

friendship. He is of a kind and easily-persuaded disposition, and we must make allow¬ 

ance for his old age and human weakness. His way of living is only hurtful to himself, 

but the renown of his art will be very useful to you.” Previously to his agreement with 

Bartolozzi, Bovi had endeavoured to induce his young cousin to enter into articles of 

apprenticeship with him for seven years ; but this, on the advice, he states, of Bartolozzi and 

others, he objected to, and declined to sign the articles. Later on Minasi was legally 

bound apprentice to Bartolozzi for seven years, and, it would appear, without a premium. 

Both parts of the indentures are in the possession of a member of the family They were 

signed on the 1st of August, 1797, and recite that “James Anthony Minasi, late of Naples, 

by his free will and consent, doth put himself apprentice to Francis Bartolozzi, of North 

End, in the parish of Fulham, in the Cty. of Middlesex, Engraver, to learn his art . . . 

for the term of seven years . . . and the said Francis Bartolozzi, for and in consideration 

of the services of the said James Anthony Minasi, will and shall teach the said apprentice 

. . . the art of Engraving ; . . . and shall find unto the said apprentice sufficient meat, 

drink, and lodging during the said term of seven years.” There is an indorsement on both 

parchments, as follows :—“ Memorandum—Whereas it has been agreed between the parties 

mentioned in this indenture, that the said James Anthony Minasi shall be allowed the 

time he has been with Francis Bartolozzi previous to the First of August, one thousand 

seven hundred and ninety-seven, being the day of executing this agreement, which time 

commenced on the First of July, one thousand seven hundred and ninety-six, being one 

year and one month ; this time being allowed, this indenture will of course expire and cease 

by the above agreement on the First day of July, one thousand eight hundred and three.” 
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The signatures to this are “Francis Bartolozzi ” and “James A. Minasi.” The connection, 

however, of master and apprentice did not last till the end of the seven years, being dis¬ 

solved by mutual consent; Bartolozzi, according to Minasi’s statement, telling him he was 

sufficiently advanced to commence a career of his own. Minasi, during a long life, always 

spoke of his master in terms as well of affection as of admiration ; and it is certain that 

he was employed on many works in connection with his previous instructor. Possessors 

of Bartolozzi’s works will find in their collection engravings in which his name occurs in 

conjunction with that of Minasi. While residing under his master’s roof at Fulham, the 

following amusing occurrence took place. It was a period when young men were looked 

sharply after for recruiting purposes. Noticing what appeared to be a likely subject for 

his purpose, a zealous constable determined to cite him to show cause why he should not 

enter into the ranks of His Majesty’s service. Not knowing his name, he sought the 

needful information from Bartolozzi’s gardener, a Welshman. “ Is there not a young man 

residing with your master ? ” inquired the officer of the law. “ I belief so,” was the laconic 

reply. “ Pray, can you tell me what his name is ? ” “Dunno: I belief his name’s James 

Jacco ; ” and the young artist soon after received a summons in that name. The gardener’s 

mistake of the surname of course arose from hearing Bartolozzi call his pupil “ Giacomo.” 

Freed from apprenticeship, James Minasi began his professional career, and seems to 

have had a fair prospect of success. In a few years we find him in easy circumstances_ 

with a banking account at Coutts’s. He became the associate of men of fame in art, and 

was familiar with the celebrities of the musical world; while his readiness in conversation 

and fund of anecdote made him agreeable in society, so that he gained access to the great 

men of the time; and his pencil was in frequent requisition, either to produce portraits and 

other works of art, or to afford instruction in the families of the nobility. Among other 

pupils he had, was the daughter of the Prince Regent, the Princess Charlotte, who, at 

Claremont, always welcomed his visits, as it afforded her an opportunity of conversing 

in the Italian language, of which she was a student. 

In June, 1805, Minasi announced No. 1 of a series of academical studies, consisting of 

two heads of the poetess Sappho, from the antique bust, with two others from the well- 

known School of Athens, painted in the Vatican by Raphael d’Urbino, and traced from 

their originals by Raphael Mengs ; one, the portrait of Epictetus at study, the other a 

youth attending to the explanation of some geometrical figures from his master. The price 

of each number of the work—which was to consist of six parts—was a guinea to previous 

subscribers. No. 2, announced in February of the following year, contained a head of 

Jupiter, from the antique by Nollekens; a portrait of Frederick Gonzaga, the first Prince 

of Mantua, painted by Raphael in his School of Athens, in the Vatican ; a head of Christ, 

drawn expressly for the work by Richard Cosway, R.A.; and the fourth, a Venus, by 

Benjamin West, the historical painter. It is not certain to what extent this work was 

carried on. In 1807 Mr. Minasi married Miss Lanza, a professor of music, by whom he 

had one daughter and three sons. Ten years afterwards they were separated, his wife 

residing in Italy with the daughter and youngest boy. This event seems to have produced 

a change in the artist’s career, as he shortly after left London for the provinces, where his 

little son Antonio, having displayed great musical talent, engaged his chief attention. 
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At the period when Wellington was in the zenith of his fame, Minasi seized the 

opportunity to execute an engraving of the great soldier. The idea was a fortunate one ; 

the hero of many battles was popular; the engraving was highly spoken of and eagerly 

purchased ; it bears the following inscription: “Field Marshal His Grace the Duke of Wel¬ 

lington, Duke of Ciudad Rodrigo and Duke of Vittoria, K.G., etc., etc/’ This title was no 

doubt a later addition to the plate, as it is followed by a dedication, etc., in these words : 

“ To the most noble the Marquis Wellesley, K.G., etc., etc. This plate is with permission 

humbly dedicated by his Lordship’s most dutiful and very obedient humble servant, James 

Minasi. Drawn and engraved by J. Minasi, historical engraver to His Sicilian Majesty 

and to H.R.H. the Duke of Sussex, the same size as the original picture painted by 

R. Home, in the possession of the Marquis Wellesley. Mr. Minasi has also been kindly 

obliged by J. Nollekens, Esq., R.A., in the use of his excellent Bust of the illustrious hero. 

Published 4th August, 1814, by J. Minasi, 23, Foley Place, Portland Chapel.” 

Though still following his profession, it was with a divided aim, in his desire to 

advance the interest of his son Antonio; and he seems to have given up the practice of 

engraving, and confined himself chiefly to drawing in crayons and to lithography. Many 

portraits in chalk were executed by him at this period, 1820-30 (he returned to London 

1823), and he also published several likenesses of public characters, executed on stone. 

Shortly after returning with his son from Paris, he met with a remarkable accident, the 

following account of which was published in The Morning Journal of Thursday, April 22, 

1830, under the head of “ Accidents and Offences ” : “ On Tuesday last, about half-past two 

o’clock, as Mr. Minasi, an eminent artist residing in Frederick Street, Regent’s Park, was 

passing through Wych Street, Strand, a baker carrying a basket on his shoulder was 

passing at the same time, when a brewer’s dray coming in an opposite direction suddenly 

drove past, and Mr. Minasi called on the driver to stop, to which the driver gave the deaf 

ear; when unfortunately, the baker’s basket on one side and the dray on the other secured 

the head of Mr. Minasi so effectually, that it was only released by the total loss of his right 

ear, which the wheel of the dray completely tore from the roots.” Having been skilfully 

re-attached, the ear recovered its power. On the occasion of the visit to England of 

Paganini, Minasi, more suo, at once made his acquaintance, and during his stay in this 

country they were constantly together, the artist laying aside his professional duties to do 

friendly service to the celebrated violinist. In his enthusiasm, he even allowed his hair to 

grow long in imitation of the musician’s, and the two might often be seen together in 

Regent Street, engaged in animated conversation. It was at this time that Minasi com¬ 

posed a drawing, symbolical of Paganini’s matchless powers over the violin. A huge demon 

with expanded wings, in the character of a fiddler, is overcome by the superior skill of his 

human rival, and is represented in the act of yielding up his own instrument in token of 

his submission to the great master. In the foreground the artist, on a couch, sees the vision 

in his sleep. This drawing was lithographed and exhibited in the windows of the print- 

sellers, where, as may be supposed, it attracted a crowd of gazers. 

Finding it necessary to apply himself anew to his art, he commenced the production of 

drawings in pen-and-ink, in imitation of the finest etchings, and eventually for over thirty 

years acquired a celebrity in that branch of art that has, it is not too much to say, never 
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been equalled. The celebrated pen-and-ink artist,” some years back, was the familiar 

title by which James Minasi was known. At first he practised with a crow quill, and then 

manufactured for himself delicate pens made from the thinnest steel foil or ribbon. At 

length he became acquainted with the well-known firm of Perry & Co., of Red Lion 

Square (now Perry & Co., Limited), steel pen manufacturers, who undertook to make him 

pens of great fineness of stroke for his purpose. This they accomplished, and for many 

years Minasi used no other pens for his celebrated drawings than those of Messrs. Perry. 

The firm employed him to produce several drawings, which they exhibited as triumphs of 

their pens. In more recent years he occasionally made use of pens manufactured by 

Gillott; and some years back a work by Minasi, executed with Gillott’s steel pens, was 

placed for exhibition at the Royal Exchange, but he always referred to the Perryan pen 
with satisfaction. 

The pen-and-ink works of James Minasi have always been admired by lovers of the 

fine arts, and the praises lavished on them at various times by the press would fill a small 

volume. Selecting as an example his “ Shakespeare,” the following remarks upon its 

merits appeared in the Times newspapers of 22nd October, 1847 :— 

“ M. Minasi’s Portrait of Shakespeare.—This veteran artist has just finished, in 

his most elaborate manner, a pen-and-ink drawing of Shakespeare, which he is about to 

submit to the approbation of Her Majesty the Queen. He has been as successful in 

copying the received portrait of the poet as could be effected by his peculiar method, and 

he has preserved the expression of the countenance with accuracy. The elevation of the 

forehead and the brilliancy of the eye are very characteristic. The artist has inserted a 

copy of the autograph of the bard, and added an appropriate mottofArde ancora la 

fiamma del tuo mesaunbile gemot—J. M. He has also drawn a beautiful vignette, repre¬ 

senting the street in Stratford-upon-Avon, and the house of the poet. This is very correct, 

and beautifully finished. This is one of the best of the many drawings of the kind which 

M. Minasi has produced. It shows that his talent has not diminished as his years have 

increased, and that, at his advanced age, he still retains his pristine genius, and his rare 
skill of hand.” 

The admiration expressed by the press was not confined to the portrait mentioned; 

similar eulogiums appeared in regard to the many other works executed in pen-and-ink 

by Minasi. Amongst others were portraits of Louis Philippe, Sir Robert Peel, the Hon. 

H. Granville, the Archbishop of Canterbury, Lord Raglan, Admiral Lyons, Crivelli, a Head 

of Milton, Robert Burns, Caxton, the “ Moses ” of Michael Angelo, a portrait of the Duke 

of Wellington, from Sir Thomas Lawrence’s well-known painting (this was highly com¬ 

mended by the newspapers), “ The Angler, Izaak Walton,” Wilkie’s “ Post-boy,” Shelley, 

the “ Ecce Homo,” the “ Frugal Meal,” etc., etc. A press writer thus describes the last: 

“ The drawing consists of three horses’ heads of different colours, contours, and expression. 

They are contentedly mumbling hay from a manger. In the foreground lie some other 

vegetable substances, a mangold wurzel in particular, barked by the horses’ teeth, is 

capitally done. The heads are full of nature, and look like a highly-finished line engraving 
after Landseer.” 
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Notwithstanding the praise bestowed on these productions, the artist commonly- 

found it impossible to obtain purchasers at a price at all remunerative even for the 

time employed on them ; and he was under the necessity of adopting a plan akin to that 

of the Art Union for the disposal of his works. In this way the portrait of Shakespeare 

was disposed of, and Charles Dickens became its possessor,—the fortunate number being 

drawn by the artist himself, who, Dickens not being present, was his proxy. On this 

occasion the following characteristic epistle was sent to the winner :— 

To Charles Dickens, Esq. 

“ Fortes Fortuna Juvat.” 
Sir,— 

I hasten to acquaint you that last night I threw the highest number for you—9, 17, 
16—42. 

Happy in knowing you, I remain, Sir, for life, 

James Minasi, 

Of Scylla. 
(Fifty-five years in England—a blessed country!) 

No. 10, Stanhope Street, 

Hampstead Road, October 14th, 1848. 

Thus continuing to labour, Minasi lived to an age considerably beyond the allotted 

three score and ten, residing with a devoted daughter, by whose aid he was supported. 

Some friends rallied round him when his circumstances became the very reverse of easy, 

and by their aid, and the assistance of the press, he became the recipient of a small 

annuity. A lengthened visit to the Royal Academy—his yearly custom—brought on a 

serious attack of an old complaint, and it was found necessary to call in surgical assistance; 

the shock, however, was too much for his feeble body, and he did not rally. His death 

took place on the 15th August, 1865, at the advanced age of eighty-nine, and he lies 

interred in the Islington cemetery at Finchley, where rest also the remains of his favourite 
son Antonio. 

Something of the merits of Minasi’s works may be gleaned from the following anec¬ 

dote told by himself: “ I was one day walking through the Strand, when I noticed in the 

window of a printseller a coloured chalk drawing in a frame, to which was attached 

the following notice: ‘ By J. B. Cipriani, R. A., price £10 ios.’ I at once recognised the 

drawing as an early work of my own—‘ Rebecca at the Well/—from a painting by a 

French master; it was a drawing for which I had never received a farthing. Going into 

the shop, I asked to see it more closely, and said to the young man who showed it to me, 

‘ Are you sure this is by Cipriani ? ’ He assured me it was, and that he would warrant 

it to be an original by that artist. I have always had a desire to live in peace, so, 

turning my back upon him, I said, ‘ I caution you not to be too sure/ and left the shop.” 

This may, perhaps, have led to his custom of putting his name to his drawings, as in 

an instance, related by him, with reference to imitations of old engravings with which he 

was fond of amusing his leisure time. By means of lemon juice and smoke he contrived 

an imitation of old paper, on which he sketched figures in the style of Rembrandt. On 
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one occasion he had produced in this way the “ Head of a Rabbi,” which a seller of old 
prints placed in his window. A customer, some time after, went into the shop and desired 
to see the Rembrandt. It was taken from the window and closely scrutinized, when 
in one corner of the work the name “ Minasi ” was discovered, and it was declined. When 
the artist heard of this from the printseller, he said, “ I have a conscience, and therefore 
I put my name to my works.” 

A portrait of Bartolozzi, from a slight though lifelike sketch by Minasi, now in the 
possession of Mr. Joseph Meyer, of Liverpool, was engraved in stipple by C. E. Wagstaff 
as lately as 1839. The lettering contains two mistakes,—Bartolozzi being spelt with 
two l s, and Minasi s name being spelt Manassah. In a circular fancy print of a child 
engraved by him, entitled “ Innocent Love,” after Violet, published by Molteno, his name 
appears as Menasi. 

. Minasi engraved several of the plates for the quarto edition of the Holbein Heads, 
copied in facsimile from those in the original folio edition by Bartolozzi: they are signed, 
J. Minasi, engraver to his Sicilian Majesty and the Duke of Sussex. 

Minasi, J. (living at 18, Warwick Street), exhibited at the Royal Academy in- 
1802. 294. Cupid Resting. 

457- A Young Lady. 

(living at 13, Charles Street, Middlesex Hospital): 

1803. 487* Madonna and Child. 
587. Angels Adoring. 
588. Psyche supported by Zephyrs. 

(living at 8, South Crescent, Alfred Place): 
1809. 581. A Lady. 
I8n. 378. Our Saviour. 

382. Mr. H. Bishop, the composer. 

(living at 59, Crawford Street, Marylebone): 
1817. 739. Sketch from Nature. 

(Draftsman to Duke of Sussex, 23, Cockspur Street): 
1824. 715. Master Minasi. 

(Artist sc. to King of Naples, 61, Rupert Street) : 
I^25* 732* Mr. C. Mathews, comedian. 

(living at Argyle Place): 
1826. 717. A Lady. 
1842. 735. A Gentleman. 

(living at 113, Praed Street) : 

!843. 956. Mr. C. Chaplain, of Clarendon Hotel. 
1846. 383, Henry Greville, Esq. 

1029. A Gentleman (pen-and-ink). 
1847. 1059- Jenny Lind. 
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Nutter (William) was born in 1754, and learnt the art of engraving under J. Smith, 

and afterwards studied the stipple method under Bartolozzi. He engraved numerous 

plates after Morland, Wheatley, Westall, Bigg, Paye ; and portraits after Hoppner, S. 

Shelley, and Russell; besides numerous small stippled book-plates for the publishers, 

which as a rule did not show much merit. He resided in Somers Town, and died in 1802, 

aged forty-eight. 

Ogborne (John) was born in London, about 1725, and received employment from 

the Boydells, for whom he engraved several plates for their “ Shakespeare Gallery.” There 

are numerous examples by him, after Kauffman and other painters of the same school 

showing, besides good draftsmanship and high finish, much vigour and power. His later 

plates show a judicious admixture of line and stipple, by which he produced a greater 

variety of texture and stronger contrasts. He was assisted in some of his plates by Mary 

Ogborne. He died about 1795. 

Ogborne, J. (living at 58, Tottenham Court Road), exhibited at the Royal Academy 

in:—1783. 546. Margaret’s Ghost. 

Parker (J. R.) was born in 1750, and was employed by the Boydells on the 

“ Shakespeare Gallery,” eleven of the plates being by him. He worked chiefly in line, 

but received instruction in stippling from Bartolozzi. He was much employed by the 

publishers in the illustration of books, and his plates at the time, though wanting in power, 

appear to have been greatly esteemed. He engraved after Stothard for the “Vicar of 

Wakefield” (1792) and Falconer’s “Shipwreck” (1795), and several of the plates for 

Flaxman’s “ Illustrations of Homer’s Iliad,” etc., etc. There are also numerous engravings 

by him after Flaxman, Smirke, Northcote, etc., etc. He was one of the Founders and a 

Governor of the Society of Engravers. He died in 1805. 

Pariset (D. P.) was born at Lyons, in 1740, and was a pupil of Demarteau, the 

so-called inventor or revivalist of the chalk manner of engraving. He came to this country 

in 1769, and after working for Ryland for some time, transferred his services to Bartolozzi 

whom he assisted in his work, and from whom he received a certain amount of instruction. 

He engraved a series of plates of the drawings of the old masters, and portraits of 

English artists after Peter Falconet. There are, however, few examples in the dotted 

manner bearing his name, his time being principally occupied while under Bartolozzi 

in forwarding the work of his master. 

Pariset, D. P. (living at Mr. Falconet’s, Panton Street), exhibited at the Society of 
Artists in— 

1768. 269. Portraits of Noblemen, in imitation of a drawing by Mr. Falconet, 

(living at Mr. Laycock’s, opposite Coventry Street) : 

1769. 289. Eight Portraits, engraved in imitation of chalk drawings. 

PASTORINI (Benedict), an Italian, who, after studying under Bartolozzi, practised in 

London towards the close of the last century. He engraved principally after Kauffman 

and Rigaud, and was one of the Governors of the Society of Engravers, founded in 1803. 
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Pastorini, Benedict (living at Mr. Perfetti’s, 63, Wimpole Street, W.), exhibited at the 
Royal Academy in— 

1775. 218. Design for Ceiling (drawing). 

(living at 91, Wimpole Street): 

1776. 218. Painted Ceiling (drawing). 

Ramberg (John Henry) was born at Hanover in 1763, and in his earlier days is said 

to have been a pupil of Sir Joshua Reynolds. He was one of the engravers employed on 

Boydell s Shakespeare Gallery, and was also employed in the decoration of Carlton 

House. His name is frequently found on book illustrations of the period ; and in addition 

to the stippled manner, he engraved in aquatint, and also etched. He travelled in Italy, 

France, Holland, and Germany, and amongst his engravings are twenty allegorical subjects 

after the Princess Elizabeth, then Princess of Hesse-Homburg, printed at Hanover in 1834. 
There is a clever picture drawn by him of “ Sir Joshua Reynolds showing the Prince the 

Paintings in the Royal Academy in 1784.” He is supposed to have died in Hanover in 1840. 

at the Royal Ramberg, J. H. (living at 19, Eaton Street, Pimlico), exhibited 
Academy in— 

1782. 440. St. James’s Park. 

522. The Embankment. 

523. Good News. 

544- Review of Soldiers. 

545- Bad News. 

1784. 45- Death of Captain Cook. 

167. Soldier’s Return. 

211. Blind Veteran. 

1785. 169. Sailor’s Farewell. 

(living at 85, Newman Street) : 

1787. 473- Queen Margaret of Anjou. 

(living at 3, Frith Street, Soho): 

1788. 594- Whitsuntide Holidays. 

640. Two Subjects from “ Tom Jones.” 

Saunders (Joseph). 

Saunders, Joseph (living at Mr. Soane’s, Welbeck Street), exhibited 
Academy in— 

1787. 493- Design for Front of Bath. 

595- Sketch for Ceiling. 

1789. 564. Diagonal View of Mausoleum. 
1790. 608. Design for Public Library (Albion Place). 
1791. 503. Additions to Bewly Hall. 
1803. 882. Inside Church. 

990. Royal Military Asylum, Chelsea. 
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1804 914. 

1811. 864. 

1812. 145. 

803. 

1813. 882. 

1814. 702. 

1815. 803. 

1821. 956. 

Great Drawing-room at Marquis of Headfort’s. 

Royal Military College, near Blackwater. 

Landscape. 

The King’s House, Winchester. 

Royal Military College built at Blackwater. 

Entrance to Royal Military College, Sandhurst. 

Royal Military Asylum, Chelsea. 

Roman Monument at St. Remy. 

Exhibited at the Free Society (living at 24, Titchfield Street) in— 

1772. 171. An Old Head, after Sir Joshua Reynolds. 

SCHIAVONETTI (Louis), whose works are much sought after, was the son of a stationer, 

and born at Basano, in the territory of the Venetian Republic, April 1st, 17^5- From his 

infancy he showed a peculiar taste for drawing, and while his companions were at play 

was often seen in his father’s shop copying the prints. He studied drawing under Giulio 

Colini, with whom he was placed at the age of thirteen. 

Upon the death of his master, three years later, he began to study the mechanical 

process of engraving under a man named Lorio, who, being unable to earn a living by his 

profession, officiated as sacristan to a church; and in the sacristy Schiavonetti worked 

for about twelve months, by which time he had learned all that his master was able to 

teach him. He made a fine copy of Bartolozzi’s “ Holy Family,” after Carlo Maratti, 

which attracted the attention of Count Remandini, who gave him immediate employment. 

Suntach, an engraver and printseller, an opponent of Remandini, also at this time gave 

employment to Schiavonetti. 

He became acquainted with a pretentious engraver possessing little or no talent 

named Testolini, and made for him some imitations of Bartolozzi’s works in the stippled 

manner, which Testolini used as a means of introduction to Bartolozzi, who was then in 

London, passing them off as his own. Bartolozzi sent an invitation for Testolini to visit 

London, which the latter, from interested motives, got extended to Schiavonetti, who came 

to this country in 1790. Testolini, who appears to have been utterly unscrupulous, 

succeeded in imposing upon the simple nature of Bartolozzi for a considerable time ; 

and when his true character was discovered, and he was turned out of Bartolozzi’s house, 

he induced Schiavonetti to join him, and took him to reside in Sloane Square ; but they 

soon separated. 

Schiavonetti was largely employed by the publishers on book illustrations. He was 

eminent both in the line and dotted methods of engraving, and frequently used them in 

combination. The finish in his prints is remarkable, and he succeeded in obtaining to a 

nicety correct expression and imitation of the master from whom he engraved. His more 

important works include a “ Mater Dolorosa,” after Vandyke ; a portrait of Vandyke in 

the character of “ Paris ” ; Michael Angelo’s cartoon of the “ Surprise of the Soldiers on 

the Banks of the Arno ” ; De Loutherbourg’s “ Landing of the British Troops in Egypt ” ; 

the etchings from Blake’s illustration of Blair’s “ Grave.” He left unfinished the plate of 
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Stothard’s “ Canterbury Pilgrims,” of which he had only completed the etching and some 

of the principal figures. 

A writer in the Gentleman's Magazine for June, 1810, says : “ If the graver of Barto- 

lozzi were left in England to Schiavonetti, Schiavonetti has carefully transmitted it to 

Mr. (Anthony) Cardon.” (Anthony Cardon studied under Schiavonetti for three years.) 

Schiavonetti died at Brompton, June 7th, 1810. 

Scott (Edmund) was born in London about 1746, and was employed by the pub¬ 

lishing houses. He was appointed engraver to the Duke of York, and a portrait of the 

Prince of Wales, from a drawing by himself, and numerous subjects after George Morland, 

Stothard, Rembrandt, etc., are admirably finished. He died about 1810. 

Scott, E. (living at 31, Old Bond Street), exhibited at the Royal Academy in— 

1796. 421. H.R.H. Princess of Wales. 

Exhibited at the Free Society (living at Gray’s Inn Lane) in— 

1774. 263. A Drawing. 

1775. 242. A Gentleman. 

243. A Lady. 

244. . A Young Gentleman. 

245. An Academy Figure. 

Scorodomoff (Gawril or Gabriel) was born in St. Petersburg about 1748, and came 

to this country when quite young. He is stated to be the first Russian who obtained any 

considerable reputation as an engraver. His prints possess considerable power and finish ; 

good examples, more especially those after Angelica Kauffman, being prized by collectors. 

He flourished here from 1775-82, and besides compositions of his own, engraved after 

Kauffman, Sir Joshua Reynolds, West, Hamilton, and others. On his return to St. 

Petersburg in later life, he engraved portraits of the Empress Catherine II., the Grand 

Duke of Russia, and other princes of that country. He died in St. Petersburg, 1792. 

SCHENEKER. 

SEDGWICK (William) was born in London in 1748. His most esteemed plates are 

those after Angelica Kauffman, and he likewise engraved after E. Penny, R.A., and others. 

He died about 1800. 

Sherwin (John Keyse) was the son of a labourer, and born at East Dean, in Sussex. 

While a mere lad he gained a medal at the Society of Arts in 1769, and was then sent to 

London and placed under John Astley, and later under Bartolozzi, whom he served three 

years. In 1772 he carried off the gold medal of the Royal Academy for his original paint¬ 

ing of “ Coriolanus Taking Leave of his Father.” His genius soon raised him to compara¬ 

tive affluence, which unfortunately rendered him careless and indolent, with the result that 

he not only became rapid and slight in his manner, but was tempted by his vanity to try 

works beyond his powers. In his painting of the “ Deserted Village,” he introduced the 

portraits of his own family, but it was not by any means a success ; and a monstrous 
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canvas some fifty or sixty feet long, representing the “ Installation of the Knights of St. 

Patrick,” was never finished: it was an absolute failure. As an engraver he will always 

rank high amongst English artists. His portraits, though often slight, are pleasingly and 

attractively treated, and many of his fanciful subjects after Kauffman, Cipriani, etc., are 

carefully studied and beautifully, though unlaboriously, finished. Unfortunately he had 

little mental ballast, and no prudence; and at last, after alienating his friends and ruining 

his constitution, he became so embarrassed in his circumstances as to be afraid to venture 

abroad, and had to earn his food by the drudgery of daily labour with a printseller in Corn- 

hill. He died September 24th, 1790, at the early age of thirty-nine. 

Simon (Peter J.) was born between 1740-50. He engraved many of the plates for 

Boydell’s “ Shakespeare Gallery,” and other works after the principal contemporary artists 

of the English school, having been previously engaged upon Worlidge’s “Antique Gems,” 

published in 1768. He died about 1810. 

Sintzenich (Heinrich) was born at Mannheim, 1752, and after receiving instruction 

in drawing in the Academy of that State, was sent to England at the expense of the 

Elector to complete his studies under Bartolozzi, with whom he remained about four years. 

On his return to his own country, he was appointed Engraver to the Court, and executed 

numerous works in mezzotinto, stipple, and stipple and line combined. He engraved 

numerous portraits, and also many subjects from pictures by eminent Italian masters; and 

as his reputation increased he became a member of the Academies of Munich and Berlin. 

Nagler describes fifty-four of his principal plates. He died at Munich in 1812. 

SHIPSTER (Robert) was employed by the publishers, more especially by Macklin, for 

whom he engraved West’s “ Witch of Endor,” for Macklin’s Bible, a creditable work but 

wanting in power. 

SLOANE (Michael) practised stipple engraving up to the end of the last century, and 

amongst other prints of an important size engraved Correggio’s celebrated “ Notte,” and 

the “ Christening,” after Wheatley, R.A. His personal history appears to be unknown. 

Smith (Anker), A.R.A., who is known chiefly for his small book-plates engraved 

in the line manner, was born in London in 1759- He excelled in penmanship, and so 

accurately copied line engravings with the pen that they were mistaken by James Heath 

the well-known engraver, for prints. He was articled to an attorney, who, on discovering 

his powers in this direction, transferred his services to James Taylor, the engraver, from 

whom he learned the mechanical part of the art, and then became assistant to James 

Heath. He also engraved in the dotted manner, in which style he executed ten plates 

for the Boydell Shakespeare. He engraved many plates for Bell’s edition of the “ British 

Poets,” and was also employed on the “Ancient Marbles and Ancient Terra Cottas” 

published by the British Museum authorities. His print of the “ Death of Wat Tyler,” 

after Northcote, obtained for him the honour of election as an associate of the Royal 

Academy in 1797. He died June 23rd, 1819. 
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Smith, Anker (living at Church Lane, Chelsea), exhibited at the Royal Academy in_ 

1794. 482. Miniature.—an Artist. 

(living at 31, Old Bond Street) : 

1796. 538. Lady—Mrs. Smith. 

555- Gentleman—Dr. E. Snape. 

1797. 854. A Clergyman. 

(Anker Smith, A.R.A.) : 

1798. 549- Holy Family, after Leonardo da Vinci. 

766. Mother and Child, miniature. 

781. Gentleman, miniature. 

783. Miss C. Smith, miniature. 

1799. 859. Treachery of Col. Kirke. 

870. Scene from The Tempest, after Hamilton. 

766. Mr. Taylor. 

(living at Upper Ranelagh Street) : 

1800. 647. Paul I., of Russia. 

(living at 1, Bridge Row, Pimlico) : 

1802. 877. Engravings of subjects from “Arabian Nights.” 

950. Pompey’s Pillar. 

1803. 408 Two Gentlemen of Verona. 

490. Three subjects from Classics. 

1804. 428. Engraving after Stothard. 

561. Frame of five engravings. 

1805. 610. Frame of five engravings. 

1806. 

»—1 
C

O
 J. Barlow, Esq. 

586. D. Hume, Esq. 

1807. 621. The Murder of Miss McRae, from Columbiad. 

1808. 418. Medal of Society of Arts. 

568. D. S. Johnson, after J. Barry. 

1810. 663. Mr. Robinson. 

1811. 785. Death of Hippolitus. 

1813. 461. A Lady. 

1814. 37i- A Gentleman. 

673- Sophonisba, after Titian. 

1816. 463. Two Vignettes for “ Don Quixote.” 

1818. 604. Subject for Lord Byron’s Poems, after Stothard. 

Smith (Benj.) was born in London, and practised towards the close of the last 

century. He was one of the numerous engravers employed by the Boydells on the 

“ Shakespeare Gallery,” and some of the best plates in that grand work are by him, in which 

he was much assisted by pupils. Amongst his prints most sought after are “Shake- 

speare Nursed by Tragedy,” and the “ Infant Shakespeare attended by Nature and the 
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Passions”—both after Romney, “Bacchanals,” after Sir Joshua Reynolds; scene from 

Richard IT., after Mather Brown ; “ An Allegory of Providence ” and “ An Allegory of 

Innocence,” a pair, after Rigaud ; an Equestrian Portrait of George III., after Beechey ; 

the Marquis Cornwallis, after Copley. He died in London, 1833. 

Summerfield (John), who was early distinguished by his talent, is stated to have 

been a favourite pupil of Bartolozzi. He executed in 1800 a fine plate of “Rubens and 

his Wife going to Market,” in the possession of the Earl of Aylesford, after Rubens, for 

which he received the Society of Arts gold medal. Notwithstanding, to so low an ebb 

was the art of engraving then reduced, that he suffered from actual want, amounting 

at one time to almost absolute starvation. Mr. William Carey mentions him in terms 

of eulogy in the Eiiropean Magazine, for October, 1815, p. 314, and again in a footnote 

(p. 131) in his “Critical Description of Benjamin West’s ‘Death on the Pale Horse,’” 

published in 1817. At the time that proofs of the fine print of “Rubens and his Wife” 

were exposed in the London shops priced at three guineas—a fine impression, sold by 

public auction in Flanders, realized a still higher sum,—the artist was wandering about 

the streets in want of a meal. Through Mr. Carey’s exertions he afterwards obtained 

work; but the seeds of disease were sown, and his constitution rapidly broke up. He 

shortly afterwards (March, 1817) died at his brother’s house at Aylesbury, in Kent, aged 

forty-three. 

Taylor (Charles) was born in London, 1748, and studied under Bartolozzi for some 

considerable time. He engraved chiefly after Kauffman and Cipriani. 

Taylor (Isaac) was the son of the line engraver of the same name who executed 

numerous plates for The Gentleman's Magazine. He was born in London about 1750, and 

after studying under Bartolozzi, was employed by the Boydells on their “ Shakespeare 

Gallery,” for which he engraved “ Riccio,” after Opie (1791); “ Henry VIII.’s First Sight 

of Anne Boleyn,” after Stothard ; and “Falstaff Frightened by supposed Demons,” after 

Smirke. He also drew the designs for Boydell’s illustrations to the Holy Bible, many of 

which were engraved by his father about 1786. He retired to Suffolk, and afterwards 

became minister of an Independent congregation. He died at Ongar, December nth, 

1829. 

Taylor, Isaac (living at Holies Street, Clare Market), exhibited at the Society of 

Artists in— 

1765. 

1766. 

1767. 

1769. 

1770. 

240. An Entertainment. 

285. Frontispiece to “ Daphne and Arminta.” 

285. An Emblematical Subject. 

283. Scene in Opera, “ Love in a Village.” 

284. Six Prints for Hoole’s translation of Metastasio. 

310. Apollo Crowning His Majesty with Laurels. 

311. Syogrius, the Roman General, a Prisoner. 

245. A Fancy Head, miniature, a first attempt. 
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(living at the Bible and Crown, Holborn, F.S.A.): 

1772- 3X9- Frontispiece of History of Emperor Charles V. 

320. Subject from Salvator Rosa. 

(Director, F.S.A.) : 

1773- 331- Elihu reproving Job and his Friends. 

332. Iago exciting Othello’s Jealousy. 

333. Miss Atkins found by her Father (“Man of Feeling ”). 

(living in Chancery Lane) : 

1774. 271. Nuptial Felicity ; an engraving. 

272. Island of Jamaica; an engraving. 

(Secretary, F.S.A.) : 

1775- 250. Sacrifice to Ceres, after Stuart. 

251. Genius Descending. 

252. Britannia. 

(living at 306, Holborn): 

1776. 278. Golden Chain of Salvation, after Clark. 

1777. 301. Four Historical Frontispieces. 

302. Ancient Minstrel, 

1778. 224. Subject from Sir Charles Grandison. Engraving. 

225. Ditto ditto. 

226. Ditto ditto. 

22 7. Ditto ditto. 

248. Ditto ditto. 

249. Ditto ditto. 

230. Ditto ditto. 

231. Vignette to Poem. (Owen.) 

1780. 265. Employment of Men Criminals at Bern ; engraving. 

266. Employment of Women Criminals at Bern ; engravi 

Tomkins (Peltro William) was the son of William Tomkins, A.R.A., landscape 

painter, and was born in London in 1760. His beautifully-executed prints, the great bulk 

of which are fanciful and allegorical subjects after Kauffman, Cipriani, and other artists of 

the same school, are much sought after by collectors, and usually realize high prices when 

they appear in sales. Bartolozzi appears to have entertained for Tomkins almost the 

affection of a parent, and said of him : “ He is my son in the art: he can do all I can in 

this way, and I hope will do more.” His reputation as an engraver in the dotted manner 

soon became established ; and in 1793 he was appointed engraver to Queen Charlotte. 

Some of his prints, of the Cipriani type, after his own designs, as “Innocent Play,” “Love 

and Hope,” etc., exhibit the most graceful treatment and finish, and are much prized. He 
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executed many of the plates for “ Original Designs of the most Celebrated Masters of the 
Bolognese, Roman, Florentine, and Venetian Schools,” published 1812 ; “The Marquis of 
Stafford’s collection,” 1818; and “Illustrations of Modern Scripture,” 1832. In 1818 he 

published, in conjunction with others, Tresham’s “British Gallery of Pictures,” containing 
twenty-five engravings (mostly in stipple) of pictures selected from the most admired pro¬ 

ductions of the old masters ; which are of unequal merit. The engravers who contributed 
were : P. W. Tomkins, Thomas Cheesman, M. A. Bourlier, Freeman, Anthony Cardon, 

R. Woodman, J. H. Wright, J. S. Agar, R. Cooper, Louis Schiavonetti, E. Scriven, 
T. Medland, William Bond, and John Scott. 

His plates in Macklin’s “British Poets”; “Prince Arthur’s Vision,” after Fuseli; 
“ Hobinol and Ganderetta,” after Gainsborough ; and “ Marion,” after Bunbury, may be 
ranked as amongst the finest of his prints, and in beauty and delicacy of finish cannot 

be distinguished from those of his master, Bartolozzi, with whose works they are inter¬ 
spersed. 

If one may judge by a beautifully-engraved circular issued by him, Tomkins must 
have been in a very large way of business. In a volume containing some hundreds of 

curious examples of printsellers’ business cards and announcements, portraits, etc., in the 
possession of Messrs. Graves, there is an example of a very beautifully-engraved circular, 
small quarto size—dated 1819—embellished with a charming vignette in stipple of a 
nude boy engaged in drawing. The wording is as follows : “ Tomkins’ Picture Lottery 

of the British Gallery of Pictures, etc., etc., etc. The Picture Lottery consists of 16,550 

prizes, valued at £ 152,225/12/0 : to be determined by the drawing of the State Lottery. 
Tickets, £3/3/0 each, are on sale at P. W. Tomkins’, Historical Engraver to Her Late 
Majesty, No. 53, New Bond Street. The purchaser of a red ticket and a black ticket is 
sure to gain a prize. Specimens of the prints are on view at No. 53, New Bond Street, 
where prospectus may be had.” He died April 22nd, 1840. 

Tomkins, P. W. (Historical Engraver to Her Majesty), exhibited at the Royal 
Academy in— 

1799. 409. 
484. 

618. 
1054. 

The New-made Widow. 
The Ascension. 

The Visionary Shades. 
Friendship. 

\ 

-All from Blair’s “ Grave.” 

> 

Turner (Charles), A.E., was born at Woodstock, in 1773, and entered the schools 
of the Royal Academy in 1795. He engraved in stipple and also in aquatint with 
great success, and in the latter method produced the early numbers of Turner’s “ Liber 
Studiorum,” and his fine painting of the “ Wreck ” with much success. He was elected 

an Associate Engraver of the Royal Academy in 1828. He engraved some fine portraits 
after Lawrence, P.R.A., Jackson, Shee, “ The Beggars” after Owen, Reynolds’ large group 

of the Marlborough Family, and many other important works. His latest and perhaps 
best works are in mezzotint; but in whatever style he engraved he excelled. He died 
August 1st, 1857, aged 83. 
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Vendramini (John) was born in Basano, in 1769. He settled in London at the age 
of 19, and completed his studies under Bartolozzi, with whom he remained until his master 
quitted this country in 1802, when he succeeded to his house at North End, Fulham. He 
married an English lady in the same year, and in 1805 went to Russia, where he made a 
stay of two years, and was so greatly esteemed and patronised by the Emperor that, when 

he wished to depart, his passport was refused, and he eventually escaped from St. Peters¬ 
burg in disguise. His works, which are mostly of a high class, hold a deservedly high 
position amongst art connoisseurs : they include “ The Vision of St. Catherine,” by Paul 

Veronese ; “ St. Sebastian,” by Espagnoletto ; “ Leda,” by Da Vinci; and “ The Raising of 
Lazarus,” after Sebastian del Piombo, now in the National Gallery. He died February 8th, 
1839. 

VlTALBA (Giovanni), an Italian engraver, flourished about the year 1760. He, like 
Bartolozzi, was a pupil of Wagner, whose precise and mannered style he closely imitated, 

but afterwards greatly modified while studying under Bartolozzi in this country, where he 
arrived in 1765. Amongst other plates, he engraved “ Cupid with Two Satyrs,” after 
Agostino Caracci; “ Spring and Summer,” a pair, after Fil. Lauri; “ Herodias with the 
Head of St. John,” after L. Pasinelli. 

Volpato (Giovanni) was born at Basano, about the year 1738, and was one of Barto¬ 
lozzi’s earliest pupils, receiving lessons from him during the residence of the latter in 
Venice, where he engraved numerous plates after Amiconi, Zuccarelli, Ricci, Piazzetta, 

Maratti, and others. He afterwards settled in Rome, and eventually achieved a consider¬ 
able reputation. He was employed by Gavin Hamilton, a Scotch artist who resided at 
Rome the greater part of his life, to engrave several plates for his “ Schola Italica 
Picturse,” a work devoted to demonstrating the progress of Italian art from the time of 

Leonardo da Vinci to the period which preceded the school of the Caracci; and Volpato 
was also the principal artist employed in the execution of the splendid set of coloured 
prints from the works of Raphael in the Vatican. He was also the instructor of that great 

engraver Raphael Morghen. In some of his earlier prints he played upon his name, 
signing them Giovanni Renard. Bryan gives a list of nearly two dozen of his principal 
works. 

BARTOLOZZI’S 
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BARTOLOZZI’S LATER PUPILS (PORTUGUESE). 

Almeida (Francisco Thomas de), after studying drawing at the Foundation School, 

became a pupil of Bartolozzi, and obtained an appointment in the Royal Printing Office 

in Lisbon. 

Da Silva (Domingos Jose) was a native of Lisbon, and studied drawing and painting 

in the school of Ellenterio Manoel de Barros. He received his earliest lessons in en¬ 
graving from Joaquim Carenerio, and afterwards studied under Bartolozzi up to the 
time of the death of the latter. He was in receipt of a Government pension of over 

170,000 rees (about £35) per annum, granted to enable him to pursue his studies. Amongst 
other works, he engraved “ Our Lady,” after Carlo Maratti, dedicated to Aranjo, then 
Minister of War; “ St. Anthony,” drawn by Pedro Alexandrino, dedicated to His 
Majesty, at that time Prince Regent; portrait of the Bishop Inquisitor; portrait of 

Father Josd Agostinho ; and some plates for breviaries, printed in the Royal Printing 
Office. He likewise painted numerous pictures and miniatures in oils. It is stated that 
he imitated Bartolozzi more closely than any of his pupils. He afterwards became 
Professor of Historical Engraving at the Lisbon Academy of Arts. 

Lima (Theodoro Antonio de), 

Silva (Francisco Antonio). 

Monteiro (Antonio Maria de Oliveira) was a native of Lisbon, and studied at the 

school of Ellenterio, and afterwards under Bartolozzi. 

Priaz (Joao-Viante), the son of Theodoro Antonio de Lima, came from Piementi. He 
studied under Figuiredo, and afterwards under Bartolozzi. 

QUEIROS (Gregorio Francisco de) was born in Lisbon. He received an annual state 
pension for the prosecution of his studies of 600,000 rees (,6125). He came to London in 
1796, and studied under Bartolozzi for three years, afterwards pursuing his studies alone 

for a further term of three years, which led to the suspension of his pension by the 
Provisional Assembly ; but D. Rodrigo Count de Cavallieros, and his son, D. Gregorio, 
who protected him, generously continued the pension for three years, when he was recalled 
to his native country by Bartolozzi, who had preceded him. His pension was now con¬ 

tinued by the Government, his work being paid for besides. Queiros engraved a great 
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number of prints, both in this country and in Portugal, and usually signed the former : 
G. F. de Queiros, pupil of Bartolozzi, engraved in London, and sometimes G. F. de Queiros, 

scidpi em Londres—Sendo Escolar de F. Bartolozzi, R.A. One of the largest and most 

important works he executed in Lisbon was an engraving representing the “ Economical 
Soup,” which was distributed to the emigrants of the provinces by order of the Govern¬ 
ment during the invasion of Massena. 

RlVARA (Joao Caetano) was born of foreign parents in Lisbon, and studied drawing in 
the school of Castello. He went to Rome in 1788, and after studying for a year returned 
to Lisbon, whence he was sent, with an annual pension of 600,000 rees (.£125), to study 
under Bartolozzi. While in London he engraved a portrait of the Queen and Prince 
Regent of Portugal, and returned to Lisbon in 1803, where he became Professor of 
Engraving. 

Vieira (Francisco) the younger was the son of Francisco Vieira, an eminent 
Portuguese painter. The son studied painting in Italy, and held the position of curator 
to the Duchess of Parma ; but on the approach of the French she had to hastily fly the 

country, and having no money gave Vieira in lieu thereof a couple of choice paintings; 
one of them, by Schiavone, is in the possession of a member of the family now living in 
Wales. On his arrival in this country he placed himself under Bartolozzi, with whom he 

resided and also assisted in his work. He appears to have been more skilful as a designer 
than an engraver, and usually signed his productions : F. Vieira, portuensis inv., which 
appears on a pair of beautiful prints—“ A Bacchante and Cupid,” and “ Nymph and 
Cupid,” engraved by Bartolozzi. Bartolozzi engraved a small oval portrait of Vieira from 
a painting by P. Violet, and a strong friendship appears to have subsisted between the 

master and the pupil. On Vieira’s marriage he returned to his native country, where he 
died, it is believed, in 1805. 

CHAPTER 
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CHAPTER XLII. 

List of Stipple Engravers of the Bartolozzi 
School. * 

* Some of those mentioned here may be claimed as line and others as mezzotint engravers, but nevertheless they all 
executed stippled plates of importance ; the names of stipple engravers of the modern school are not given. 

Agar, John S. Cheesman, Thos. 
Assen, Van B. A. Claessens, F. A. 

Baker, J. 
Clarke, J. 

Clint, Geo. 
Baldrey, John K. Coles, J. 
Barney, Joseph. Colibert, N. 
Berghe, J. Van der. Collyer, Joseph. 
Bettehni, P. Conde, P. 
Birch, Wm. Cooper, R. 
Birchall. Corner, J. 
Birrell, A. Cosse. 
Blake, W. Cromek, R. H. 
Bond, William. 
Bonfoy, F. David, W. 

Boucher, F. Delattre, Jean Marie. 

Bourlier, Mary Anne. Dickinson, Wm. 

Bovi, Mariano. Dumee. 

Bransom. 
Earlom, Richard. 

Burke, Thos. Eginton, J. 

Caldwell, James. Facius, the Bros. 
Cardon, Anthony. Fielding, Thomas. 
Chambers, Thos. Fittler, Jas. 
Chapman, J. Freschi, A. 
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Gardiner, Wm. N. 

Gaugain, Thos. 

Geremia, J. 

Gillray, Jas. 

Godby, J. 

Graham, G. 

Grozer, Joseph. 

Hadfield, G. 

Harding, E. 

Harding, S. 

Haward, F. 

Heath, Jas. 

Hogg, Jacob. 

Holl, W. 

Jenkins, D. 

Jones, John. 

Keating, Geo. 

Kingsbury, Hy. 

Kirk, Thomas. 

Knight, C. 

Legoux, L. 

Leney, Wm. S. 

Lewis, Fred. C. 

Macklin, T. 

Maill, G. 

Mannin, J. 

Marcuard, R. S. 

Martini. 

Meadows, Robert M. 

Menageot, Robert. 

Metz, C. M. 

Meyer, Hy. 

Michel, J. B. 

Middiman, S. 

Minasi, James. 

Murphy, John. 

Nugent, Thomas. 

Nutter, W. 

Ogborne, John. 

Orme, Daniel. 

Pariset, D. P. 

Parker, James R. 

Pastorini, B. 

Phillips, Charles. 

Phillips, Sam. 

Picart, Charles. 

Picot, Victor M. 

Playter, C. G. 

Pollard, R. 

Posslewhite. 

Prestell, Catherine. 

Ramberg, John Hy. 

Read, Richard. 

Reading, Burnet. 

Richter, Henry. 

Ryall, Henry T. 

Ryder, Thomas. 

Ryland, Wm. Wynne. 

Salliar, L. 

Sallier, J. 

Saunders, J. 

Scheneker. 

Schiavonetti, Louis. 

Scorodomoff, G. 

Scott, Edmund. 

Scriven, Eidward. 

Sedgwick, Wm. 

Sherwin, J. K. 

Shipster, R. 

Sievier, Robt. Wm. 

Simon, Peter J. 

Sintzenich, H. 

Sloane, Michael. 

Smith, Anker. 

Smith, Benjamin. 

Smith, Gabriel. 

Smith, J. R. 

Spilsbury, J. 
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Stanier, R. Vendramini, John. 

Strutt, Joseph. Vitalba, Giovanni. 

Stubbs, Geo. T. Volpato, Giovanni. 

Summerfield, J. 

Taylor, C. Walker, Wm. 

Taylor, Isaac. Watson, Caroline. 

Testolini. Watson, J. 

Thew, Robert. Watson, Thomas. 

Thomson, J. Watts, S. 

Tomkins, Peltro Wm. West, Chas. 

Townley, Charles. White, Charles. 

Trotter, Thos. Wilkin, Charles. 

Turner, Charles. Woodman, Richard. 
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ransacking and exhausting public and private sources, so 

far as they were discoverable, for information concerning 

it may be confessed, but insignificant results, the writer in¬ 

serted advertisements in the whole of the London daily papers, asking for the loan of 

autograph letters, and for evidence generally; and further intimating that examples 

or collections of his prints would be purchased. The replies in all amounted to several 

hundreds ; and were, as a rule, of so unimportant a character that a courteously worded 

printed reply had perforce to be resorted to. A nugget, however, occasionally turned 

up ; and the correspondence, as a whole, may be said to have let in a flood of day¬ 

light as to the value put by the general public upon Bartolozzi’s engravings. The 

craze, or rage for his prints, more especially in far-away and almost inaccessible dis¬ 

tricts, where authentic information is difficult to be obtained, would appear to amount 

to a mania ; and it was at first with difficulty that the writer could believe that many 

of the letters sent to him were not intended as a hoax. One dear old lady living 

at Tunbridge Wells, whose letter contained her family history and her age, invited the 

writer to journey to her place of abode in order to see a single example,—one of 

Giardini’s benefit tickets. Another fair correspondent, dating from north of the Tweed, 

discovered that she was the possessor of priceless treasures in the shape of five tinted 

examples of Bartolozzi’s prints, which she sent up to a friend in town for the writer’s 

inspection. They were described as something extraordinarily fine, but were found to 

consist of a set of the “ Elements ” and an historical print, all framed and in fairly good 

condition, but cut close. He was gravely told that the fortunate possessor was thinking 

of purchasing a landed estate with the proceeds of their sale \ and, after cautiously 

inquiring what might be the price demanded, he was informed that seven 01 eight 

hundred pounds a-piece would be about the figure ; but, before accepting even that, it 

had been decided that Messrs. Christie, Manson & Woods should be asked to value 

them, in case they might be found to be worth a still larger sum. The writer was asked 
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to give his idea of the value, but had not the courage to say that ten pounds would be 

an ample price for the lot. The owner had probably vaguely confused the prints by 

Bartolozzi with Kauffman’s original paintings. Another visionary, who possessed an 

impression of the print of the “ Infant Toilet,” stuck on to glass with transparent varnish 

and afterwards coloured,* offered it, as “ an original oil-colour painting by Bartolozzi,” 

* The art of mounting prints behind glass, and then colouring as transparencies, termed “back painting,” was at 

one time a favourite amusement and much practised. The print was first subjected to a long soaking in clean water, and 

then partially dried between sheets of blotting-paper. A piece of glass of the required size, after being thoroughly 

warmed, was evenly coated by means of a hog’s-hair brush with melted Strasburg turpentine, over which the print was 

laid face downwards, and rubbed gently from one end to the other in order that it might adhere without the formation of 

air bubbles. When cool, the paper forming the print was gradually nibbed or peeled off from the back with the finger, 

till nothing could be seen but the print and the thin film of paper left behind. In an hour or two the print would be 

quite dry, and would then receive from the back a coating of white transparent varnish, when it would be ready for 

painting, which was done with oil colours ground very stiff. The print itself formed an easy guide for the colourist; and 

the colours required to be laid on very thick so as to soak through and give a good body. Pictures coloured by back- 

painting are, as might be anticipated, exceedingly bright and vivid. 

for reproduction in this work, provided that ample monetary security were placed at a 

banker’s to cover damage or loss. One. correspondent asked twenty pounds for twenty 

“ fine prints,” which on their arrival on approval were found to be worth hardly as many 

shillings, consisting as they did principally of small book illustrations, a much-rubbed 

ticket most ingeniously cut out with scissors to follow the lines of the subject, and three or 

four badly stained and closely cut minor subjects. 

It would be impossible to say how many inconsequential people wrote without any 

particulars whatever :—“ I have . . . engravings by Bartolozzi: how much will you 

give ? ” or, " I have an engraving by Bartolozzi, which you can see on calling.” A lady 

took a print out of its frame, folded it up in a letter, and sent it for an opinion, explaining 

that she prized it highly, as it had descended to her from her grandmother. It was of 

little value, and its maltreatment did not much matter. Another—a sharp person this— 

dating from Birmingham, has ten engravings, which “I warrant” by “ the great Barto¬ 

lozzi ” : no particulars are given, not even the titles ; £100 is asked for the ten, and money 

first and no approval. Many print-owners came in propria persona, some to sell and others 

to have their treasures valued ; but such were the extravagant prices asked by the former, 

that the writer only succeeded in adding to his collection some half-dozen examples in all. 

An enthusiastic maiden lady offered a print of Bartolozzi’s—Lord Thurlow, after 

Sir Joshua Reynolds, and wrote : “ My darling picture, which has soothed many a weary 

hour, is at the present moment lying as unseen lumber in an unused room with the glass 

broken. It has always been loved for its own loveliness ; for, as I dare say you well know, 

to know it is to love it,” and so on over four pages. 

But if the attempt to gather much information about the great engraver from con¬ 

temporaries was futile, a search among the old papers and books of Bartolozzi’s own days 

has been more prolific of results. 

The writer has met with a statement—of which unfortunately he failed at the time 

to make a note,—that several of the illustrations to a work entitled “ The Cabinet of 
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Arts”* were engraved by Bartolozzi, but he declines to believe that Bartolozzi or his 

* “ The Cabinet of Arts : A Series of Engravings by English Artists from original designs by Stothard, etc.” 

Published by Casteldine & Dunn, Bagnio Court, Newgate Street, 1796. 

pupils had any hand in the production of such crude and villanously executed plates. 

There is one illustration, however,—an oval containing two figures—a seated person 

reading, who might belong to either sex, and a patriarchal individual standing by with 

a long staff, evidently expounding what he had just heard read—which has very faintly 

scratched underneath it Bar. sc.; but no one, even slightly acquainted with Bartolozzi’s 

style, could for a moment seriously believe that that great artist could have had any 

hand in the production of such wretched work. 

Bartolozzi followed the good old adage, as to the advisability of the cobbler sticking 

to his last; had he not been so minded he might have engraved on other materials than 

copper, but he did not. At a miscellaneous sale held recently at Messrs. Puttick & 

Simpson’s auction rooms, a lot was described as consisting of “ an engraved crystal of 

Venus, Cupids and Birds—engraved by Bartolozzi.” On examination it proved to be a 

very wretched production indeed, on which it is quite impossible that Bartolozzi could 

ever have worked. Before the sale took place, the writer pointed out the error to Mr. 

Simpson, who at once altered the catalogue to “ascribed to Bartolozzi.” The person 

who sent the crystal to be sold attempted to take advantage of the popular admiration of 

Bartolozzi’s productions, by ascribing the workmanship to his hands, and doubtless hoped 

to obtain a high price. 

There is a book of drawing copies from designs by Bartolozzi and Cipriani, loose 

impressions from which are sometimes described and disposed of as being engraved by 

the former artist. It is entitled “ Thirty-four Lessons for Drawing the Human Figure, 

engraved from the original drawings by Bartolozzi, and adapted to the use of students in 

the Polite Arts ; published by John Walker, London,” with the following sub-title, “ Easy 

Principles for Drawing the Human Figure, from designs by Bartolozzi and Cipriani, pub¬ 

lished 1828, by John Walker, London.” The book is small folio, both title and sub-title 

being engraved, and opens with easy lessons, the eye, ear, nose, etc. being depicted, and 

the copies gradually increasing in difficulty. The imprint to each plate is as follows : 

“ London : published 1828, by John Walker, engraver, 1, Spur Street, Leicester Square.” 

Walker himself probably engraved many of the plates, for his initials, J. W.y occur on three 

of the principal ones, while the remainder are blank, with the exception of the final plate, 

which bears in the right hand corner the imprint, J. Whessell, 1794. Judging from the 

general style, it is quite probable that Whessell and Walker engraved about an equal 

number. There is not the slightest pretence on the part of the publisher that Bartolozzi. 

did more than design the plates in conjunction with Cipriani; moreover, the style of 

engraving is by no means up to Bartolozzi’s, the execution, although the designs are 

good, being rough and crude. 

It cannot but be a matter of deep regret to the admirers of the works of Bartolozzi, 

that he allowed a vast number of plates which bear but his slightest touches, to receive his 

name as engraver. There are numerous plates with the well-known imprint, F. Bartolozzi, 

sculpt., which, in artistic treatment, are—to put it in the plainest possible language— 
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beneath contempt. They are not only utterly unworthy of his grand powers, but even 

of a place in the portfolio of the collector. When he himself engraved, the results were 

always superb, but when he allowed his studio to become a mere manufactory for the 

printsellers and book-publishers, then the results depended upon chance, or rather upon 

the ability of his pupils and assistants. 

With regard to the assertion of Gardiner,* one of his pupils, that many of the plates 

* See p. 51. 

after Lady Diana Beauclerc in Dryden’s Fables,* bearing the name of Bartolozzi, were not 

* “ The Fables of John Dryden, Ornamented with Engravings from the pencil of the Rt. Hon. Lady Diana Beau¬ 

clerc.” London : T. Bensley, 1797. Folio. 

his but Gardiner’s, a careful examination of the numerous vignettes and head and tail¬ 

pieces of the volume will almost certainly convince those who have given any attention to 

the various styles of the stipple engravers of the period, that the charge is entirely false. 

Gardiner, so far as art is concerned, was a “Jack of all trades” ; and he summed up his 

own capabilities when he said that he could do anything he turned his hand to “ indiffer¬ 

ently well, but nothing thoroughly.” What he lacked in drawing he attempted to make up 

in finish, but in none of his plates did he succeed in approaching the unfettered grace of his 

master. The probability—amounting almost to a certainty—is that Gardiner was engaged 

in “forwarding” the whole of the numerous plates illustrating Dryden’s Fables, and bearing 

his own and Bartolozzi’s names as engravers. Had Bartolozzi lived to ten times fourscore 

years, he could not have entirely engraved all the coppers bearing his name ; but there is 

no real evidence that he ever allowed a plate, entirely the work of another, to be fathered 

upon him. His practice was to keep a number of pupils and assistants at work under his 

personal supervision and direction, occasionally touching up a plate during its progress, 

and always finishing it himself. By a careful examination, Gardiner’s handiwork may be 

more or less traced in all the smaller illustrations to Dryden’s Fables, notwithstanding that 

some of them are signed with the name of Bartolozzi as engraver ; but equally, the work 

of the master, forming the very essence or life of the subject, is abundantly manifest. 

For example, see particularly the vignette forming the headpiece to “Palamon and Arcite” 

(book ii.), the headpiece to “ Sigismonda and Guiscardo,” also the vignette at the end of 

of “ The Cock and the Fox,” and the vignettes at beginning and end of “ Cymon and 

Iphigenia,” all engraved, or at any rate finished, by Bartolozzi. Compare them with the 

tailpiece at the end of “ Palamon and Arcite ” (book i.), and with the headpiece to 

“ The Flower and the Leaf,” entirely Gardiner’s work, and which exhibit in a marked 

degree his effeminate and overwrought “ finikin ” style ; and the evidence of one’s own 

eyes will be sufficient proof that the reckless and unjust claim set up by him was the 

result of the same perverted mind that led him to suddenly terminate by his own hand 

an unsuccessful career. 

If there are uncertainties and doubts, for the novice collector at least, in prints 

themselves, still more hazardous is the print market, which shifts like a weather glass— 

never exactly the same for very long together. Certain classes of prints are sought after 

for a time ; then, without any apparent or traceable reason, purchasers fall off and the value 
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goes down : public caprice is, perhaps, at the bottom of it. With increase of education, 

capriciousness becomes less pronounced, or rather shows itself in a more limited area ; for, 

as knowledge and taste extend, bad prints cease to be popular. Really beautiful prints— 

good prints are always beautiful—are safe, because their money value is not accidental; 

but investments must be made with knowledge and discrimination. Fashion is naturally 

an important factor in the matter of price. The rich collector who takes a fancy to some 

particular kind, and perseveringly sticks to the acquisition of specimens, has been known 

to cause a complete revolution in the value of the class he collects. Man is an imitative 

animal, and the collector probably finds before long somebody else—and later on, perhaps 

half a dozen other people—following his example, and all collecting the same descrip¬ 

tion of prints. Sooner or later it becomes a question of purse against purse ; he who has 

the deepest wins. Before the great Turner sales at Christie’s,* there were some five and 

* The Turner prints were disposed of in 1873-4 by Messrs. Christie, Manson & Woods in six separate sales, 

realizing in all nearly ,£40,000. The third, although advertised, did not take place publicly; Messrs. Agnew, with the 

sanction of the Vice-Chancellor, purchasing the whole of the lots at an agreed price. A protracted and expensive 

litigation, as to who was entitled to the proceeds, afterwards ensued, many of the principal printsellers and collectors— 

including the author as an amateur—being subpoenaed on both sides to give evidence as to the rise in value of prints since 

Turner’s decease. 

twenty collectors of his engravings who, by competition, kept the prices up ; when the 

sales came off they supplied themselves to their hearts’ content, and prices at once 

dropped. Prints after Turner have now become in a great measure absorbed, and there 

has been for some little time past a distinct and increasing upward reaction. Within 

quite a recent period one of the largest print-dealing houses in London made a specialty 

of mezzotints after Sir Joshua Reynolds, and having taken the initiative, thought itself 

entitled to rule the trade and to do all the business. Almost every good example after 

Sir Joshua that came into the market was purchased by this house, and therefore 

everybody who wanted a supply had to go there. One or two of the big print-houses 

determined to break up this attempted monopoly, and when fine examples appeared in 

the sales, they all bid against each other and ran the Sir Joshuas up to fabulous prices. 

The public looked on and wondered, and, not knowing the circumstances, soon caught the 

infection ; it was no uncommon thing for a portrait after Sir Joshua Reynolds,* that would 

* In the Mendel collection, sold at Christie’s in March, 1875, “The Three Graces,” by Thomas Watson, after Sir 

Joshua Reynolds, brought ,£105 ; “The Duchess of Buccleuch and Lady Mary Scott,” by James Watson, after ditto, 

,£105 ; “Lady Bampfylde,” after ditto, by Thomas Watson, ^141 15J.; Lady Caroline Montague, as “ Winter,” by John 

Raphael Smith, ^£115 ioj. In a Sale at Christie’s in February, 1873, a mezzotint portrait of Lady Bampfylde sold for 

have been dear at ^10 a couple of years before, to fetch five or ten times that amount, and 

even more. The increase in this case in the value of the prints arose from force of circum¬ 

stances only, and from no increased appreciation or desire on the part of the public to 

purchase. Some of the mezzotints after Sir Joshua, more especially those by such fine 

engravers as Watson, Dickenson, J. R. Smith, Valentine Green, Earlom, etc., are not only 

very beautiful but scarce, and this little episode drew the attention of the public to them 

in so marked a manner that the prices, although now very much lower than they were, 

have never fallen to anything like their old level, and probably never will do so. 
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A printseller’s window is always an irresistible attraction ; but it is not always that 

the proprietor understands his business. Some years ago the writer, in staring into a 

window in an out-of-the-way street—now improved out of knowledge,—saw two piles of 

little prints all of the same subject,—the one marked twopence and the other fourpence 

each. Those at twopence were unlettered proofs, the fourpenny ones being prints with 

the full lettering. On entering and courteously informing the vendor that his tickets had 

got displaced, the writer was informed that it was all right,—“ those with the printed 

description being of course more valuable.” The shopkeeper seemed so thoroughly 

satisfied, and smilingly happy in his opinion, that it would have been a shame to disturb it. 

Ackermann, whose print-shop was for many years one of the attractions of the Strand, 

produced some very pretty things in stipple at low prices; but at the same time he allowed 

a great number of prints—principally small and unimportant—to emanate from his ware¬ 

house that were utterly unworthy of the position he held. He published a great number 

of illustrated books, principally in connection with the fine arts, one of the best being a 

shilling monthly called Ackermann's Repository of Arts. This continued for a long 

series of years, and was illustrated with, amongst other things, some of the prettiest and 

most attractive stippled fashion plates (coloured by hand) that have ever been issued. 

A complete and unmutilated set of this serial—it was begun in January, 1809, and 

discontinued in 1828, forming forty volumes—is now almost impossible to be found. 

Print-dealers—second-rate ones—are apt to make light of the knowledge and ex¬ 

perience of collectors, who are generally—perhaps more often than not—their superiors. 

There are dealers and publishers, like the members of Messrs. Graves and Messrs. Col- 

naghi’s firms and others, who have spent the best part of their lives in the intelligent study 

of prints, and who, although, so to speak, saturated with their subject, are always learning 

and willing to learn ; but the little men who think they know everything are apt to set 

themselves up in their calling as omnipotent. A couple of these third-rate out-at-elbow 

worthies were once overheard by the writer at Sotheby’s sale-rooms discussing the merits 

of a well-known collector and writer on the fine-arts, when one concluded his by no means 

generally complimentary remarks by observing to the other, with a burst of generous but 

somewhat illogical enthusiasm : “ I shouldn’t wonder now if that chap doesn’t know nearly 

as much about old prints as me and you ; although we are in our shops pretty well all 

day a-doin’ nothink else.” 

On the other hand, educated printsellers who love their wares must suffer many a 

heart-ache from the blunders of customers,—blunders which work irreparable mischief. 

One or two instances of the placid barbarism of rich “ fine-art ” patrons we have mentioned 

elsewhere, but the following is a crowning example : A nobleman now living, commissioned 

a print-dealer some five years ago to make a collection of fine prints—principally fancy 

subjects,—after Sir Joshua Reynolds ; for which, as might be expected, he gave long 

prices. When he thought he had accumulated sufficient for his purpose, he had his 

treasures cut out into various shapes to fit harmoniously, as he thought, one into the other, 

and mounted, brilliantly varnished over, on a three-leaved screen ; but when the work was 

finished he did not like its appearance, so forthwith had the prints carefully taken off, and 

the varnish removed, for placing in a scrap-book. It may fairly be assumed that for every 
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hundred originally laid out in the purchase of these much maltreated prints, the noble 

owner can scarcely have five pounds in value left. 

Among printsellers’ annals is a little incident in connection with a lock of hair from 

the shapely head of one of Sir Joshua Reynolds’ numerous fair sitters which may perhaps 

be thought worthy of record. When painting the portrait of the Countess of Waldegrave 

in June, 1.759, Sir Joshua obtained from her a lock of her hair as a guide for colouring ; 

and this was kept for many years afterwards, carefully enswathed in a piece of paper 

inscribed, “ The Countess of Waldegrave’s hair,” in his diary of sitters, from whence it 

must afterwards have got displaced ; however it eventually disappeared. At Andrew 

James’s (a connection of the great painter’s) sale—held at Christie’s, April 28th, 1873, 

where some relics, including sketch-books, etc., of Sir Joshua’s were disposed of,—a 

curious pocket-book, containing a diary and numerous spirited sketches connected with 

the Scotch tour of James, Duke of York, in 1679, was sold amongst the effects, and pur¬ 

chased by Mr. Graves, of Pall Mall, who, on examining his purchase, found the missing 

lock of hair snugly ensconced in one of the pockets. Mr. Graves had it tastefully framed 

together with the paper inscribed “The Countess of Waldegrave’s hair” in Sir Joshua’s 

handwriting—a few small, but interesting family portraits being added,—and, to her 

great delight, presented it to the late Countess (Frances) Waldegrave. 
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LIST OF 

THE WORKS OF BARTOLOZZI 
(.ARRANGED UNDER HEADS). 

COMPILED BY ANDREW W. TUER. 

A few extra copies of this list have by request been struck off separately, for the use of the British Museum and 

public libraries to which collections of prints are attached. 

ALLEGORIES. 

1. Abundance : Gio. Bat. Cipriani. 

2. Admiration : P. Violet. 

3. Adoration : Ang. Kauffman. 

4. Affection and Innocence. 

5. Affection—a Girl with a Bird : Vieira. 

6. Africa—Woman and Three Cherubim with roll of canvas and globe : Vieira. 

7. Agriculture (emblematic): B. West. 

8. An Allegory (engraved in Lisbon). 

9. An Emblematical Subject, dedicated to the minister Antonio Aranjo d’Azevedo. 

10. Art, Minerva: A. Zucchi. 

11. Astronomy: Cipriani. 

12. Astronomy: P. Violet. 

13. Atlas: Michael Angelo. 

14. Avarice, Charity, Devotion, Sacrilege (four subjects on one plate) : W. Hamilton. 

15. Beauty: G. B. Cipriani. 

16. Beauty looking in the Mirror of Prudence. 

17. Britannia holding an oval, on which are represented a Lion and Unicorn and 

Cherubim. 
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18. Britannia leaning on a Shield and surrounded by emblems of Husbandry : Cipriani. 

19. Britannia rewarding Music and Literature : W. Hamilton. 

20. Ceres: A. Kauffman, 1782. 

21. Ceres: G. Bartolozzi. 

22. Colouring : A. Kauffman. 

23. Comedy: G. B. Cipriani, 1788. 

24. Composition : A. Kauffman. 

25. Commerce. 

26. Contentment: G. B. Cipriani, 1782. 

27. Cupid with a Mask and the Graces crowning Merit: Cipriani. 

28. Cupid inspiring Plants with Love : Reinagle. 

29. Design : A. Kauffman. 

30. Emblematical Subject of the Princess in the character of Innocence : DeRigny. 

31. Europa : Brill. 

32. Faith : G. B. Cipriani, 1784. 

33. Father Thames attended by Britannia and Commerce. 

34. Felicity: A. Kauffman. 

35. Felicity: G. B. Cipriani. 

36. Female with two Loves in the Clouds and the bust of a crowned Female. 

37. Fidelis, S. 

Figures, half length : Gio. B. Cipriani. Ovals. Series of twelve. 

38. Admiration. 

39. Affection. 

40. Attention. 

41. Constancy. 

42. Contemplation. 

43. Harmony. 

44. Liberality. 

45. Love. 

46. Prudence. 

47. Serenity. 

48. Sympathy. - 

49. Vigilance. 

50. Flora: A. Kauffman, 1782. 

51. Flora: Barbieri. 

52. Fondness: Cipriani. 

53. Fortune : A. Caracci. 

54. Fortune : G. B. Cipriani. 

55. Friendship: Gio. Bat. Cipriani, 1782. 

56. Genius and Beauty: G. B. Cipriani. 

57. Genius holding a glass. 

* 58. Genius raising the Fine Arts : West. 

59. Hatred, Love, Moderation, Fury (four subjects on one plate): W. Hamilton. 
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6o. Heading for a commercial document—a Female seated on some bales resting her 

on a shield. 

arm 

61. History : F. Bartolozzi. 

62. History: G. B. Cipriani, 1786. 

63- Honour: Cipriani. 

64. Hope : F. Bartolozzi. 

65. Hope : G. B. Cipriani. 

66. Hope nursing Love : Kauffman. 

67. Hope nursing Love: Sir Joshua Reynolds. 

68. Hope represented by a Female with an anchor and holding a shield with her right hand. 

69. Humility : Ang. Kauffman. 

70. Infancy. 

71. Innocence taking refuge in the arms of Justice : Elizabeth Le Brun. 

72. Innocence taught by Love and Friendship : G. B. Cipriani. 

73- Invention : A. Kauffman. 

74- Justice. 

75- Justice rescuing Truth : Le Brun. 

76. Liberty seated on a Globe holding an olive branch in her right hand, and a 

with the Cap of Liberty in left hand : G. B. Cipriani. 

staff 

77- Love : Miss J. H. Benwell. 

78. Love and Beauty. 

79- Love and Honour : Bunbury. 

80. Love and Innocence : Rich. Cosway, 1783. 

81. Love and Music : Tresham. 

82. Love Caressed : Gio. Bat. Cipriani. 

S3- Love Repulsed : Gio. Bat. Cipriani. 

84. Loyalty : Cipriani. 

85. Meditation : P. Violet. 

86. Meekness : G. B. Cipriani. 

87. Mercury flying between two Women—Commercial Ticket or Bill. “ Blessed are 

Peacemakers.” 

the 

88. Merit and Vanity. 

89. Mildness : Cipriani. 

90. Modesty preventing Love unveiling Beauty : Cipriani. 

91. Music : G. P. Cipriani, 1786. 

92. Night: Giac. Varana. 

93- Origin of Design : B. West. 

94. Origin of Painting. 

95- Peace : Cipriani. 

96. Pleasure : G. B. Cipriani. 

97- Poetry : Ang. Kauffman. 

98. Poetry: Cipriani. 

99. Poetry and History presenting Painting with Subjects for the Pencil: Hamilton. 
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100. Pomona: A. Kauffman, 1782. 

101. Prosperity : G. B. Cipriani. 

102. Prosperity of Great Britain contrasted with the Misery of France : T. Martyn. 

103. Prudence endeavouring to restrain Beauty from following the insinuations of Love : 

Cipriani. 

104. Rural Innocence : Sam. Harding. 

105. Satyr playing on Reeds, Cupid playing Drum. 

106. Science reposing in the arms of Peace : A. Kauffman. 

107. Sculpture. 

108. Silence: F. Bartolozzi. 

109. Sincerity : A. Kauffman. 

no. Sincerity: G. B. Cipriani, 1781. 

in. Tenderness: Cipriani. 

112. The Archangel and the Arts and Sciences : B. West. 

113. The Dance : H. W. Bunbury, 1782. 

114-117. The Elements : Albano. Series of four. 

118-121. The Elements: Gio. Bat. Cipriani, 1784. Series of four. 

122-133. The Months : Gius. Zucchi. Series of twelve. 

134-145. The Months : Hamilton, 1789. Series of twelve. 

146. The Passions : A. Kauffman. 

147. The Power of Beauty : G. B. Cipriani. 

148. The Power of Love : Gio. Bat. Cipriani. 

149. The Prosperity of Great Britain during the present Reign (allegorical subject). 

15o—153. The Seasons : Cipriani. Series of four. 

154-157. The Seasons : A. Kauffman, 1782. Series of four. 

158-161. The Seasons: Geo. Hen. Morland. Series of four. 

162-165. The Seasons : R. Westal. Series of four. 

166-169. The Seasons : F. Wheatley. Series of four. 

170-173. The Seasons : Filippo Laura. Series of four. 

174. The Song : H. W. Bunbury. 

The three Fine Arts— 

175. Architecture : Ang. Kauffman. 

176. Painting : Ang. Kauffman. 

177. Sculpture: Ang. Kauffman. 

178. Tragedy and Comedy. 

179. Triumph of Beauty and Love : G. B. Cipriani. 

180. Triumph of Mercy : Artaud. 

181. Truth : Cipriani. 

182. Vanity and Modesty : Kauffman. 

183. Victory: Cipriani. 

184. Vigilance : G. B. Cipriani. 

185. Virtue directed by Prudence to Honour. 

186. Wisdom : Cipriani. 
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ARMS, COATS OF. 

187. Arms of — Blackburn, Esq. 

188. Arms of Sir Foster Cunliffe, Bart. 

189. Arms of Sir M. M. Sykes. 

190. Arms of Mr. Pike, of Bridgwater. 

191. Arms of the Duke of Ancaster. 

192. Coats of Arms from Edmondson’s Baronage : B. West. 

193. Designs for a Nobleman’s Coat of Arms, with two female supporters : Cipriani. 

194. King’s Arms. 

195. Two Cupids supporting a Coat of Arms. Motto : Est Ulubris. 

BELLES LETTRES. 

196. Acis and Galatea. 

197. Adelaide, first seen in the Gardens of Bagnieres : H. W. Bunbury. 

198. Adelaide, or the Shepherdess of the Alps : Gio. B. Cipriani. 

199. Allegra : Ang. Kauffman, 1783. 

200. Alcander and Nerina : Cipriani. 

201. Alphonse and Aciloe : Ramberg, 1788. 

202. Angelica appearing to Sacripant. 

203. Angelica and Medora : B. West. 

204. Angelica and Medora writing their names on the bark of a tree : Cipriani. 

205. Angelica and Medora : Bened. Luti. 

206. Angelica and Sacripant : Ang. Kauffman. 

207. Antony and Cleopatra : K. Tresham. 

208. Arthur and Ameline : Ch. Ansell. 

209. Celadon and Amelia: W. Hamilton. 

210. Celadon and Amelia: Ang. Kauffman. 

211. Cephalus and Aurora : Pietro Beretini. 

This print was a commission from a Mr. Kent, an Englishman resident at Venice. 

212. Charlotte and Werter : Bunbury. 

213. Cordelia: Ang. Kauffman. 

214. Damon and Delia: Ang. Kauffman. 

215. Damon and Musidora : Ang. Kauffman. 

216. Death of Alcestes : Ang. Kauffman. 

217. Death of Clorinda : Ang. Kauffman, 1785. 
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218. Dido : Ang. Kauffman. 

219. Doctor Primrose finding his Daughter in distress: Ramberg (Vicar of Wakefield), 

1787. 

220. Doralice. 

221. Dying Woman taking leave of her husband and children. 

222. Edgar and Elfrida : Ang. Kauffman. 

223. Edward and Eleanora : W. Martin. 

224. Female climbing a tree to place a wreath of flowers on a branch above her; H. 

Tresham. 

225. Fonrose : Benwell. 

226. Griselda: Ang. Kauffman. 

227. Griselda returning to her Father, 

228. Gualter and Griselda : Ang. Kauffman. 

229. Hamlet and his Mother : Mortimer. 

230. Hector’s Departure : Cipriani. 

231. Henrietta and Rosamond: Gio. Bat. Cipriani, 

232. Henry and Emma : Ang. Kauffman. 

233. Hobbinol: Gainsborough. 

234. Imogen lying asleep (Cymbeline) : W. Martin. 

235. Iachimo in Imogene’s Chamber: W. Martin. 

236. King Lear : K. Tresham. 

237. L’Allegro : Cipriani. 

238. La Fleur at Amiens (Sterne): after W. Harding. 

239. Lavinia. 

240. Letitia : Morland. 

241. Lord Thomas and Fair Annette ; subject taken from a ballad : H. W. Bunbury. 

242. Lotte sitting among her sisters : H. W. Bunbury. 

243. Lovelace in prison : L. T. Rigaud, 1788. 

244. Maiden receiving a rose from a young man—a woman in act of stabbing her, 1784. 

245. Man in a state of semi-starvation lying on a bed of straw, near which are two rats : 

R. L. West. 

246. Man in Churchyard, resting on tomb, looking down on a tombstone : J. B. Cipriani. 

247. Margaret’s Tomb : Bunbury. 

248. Meeting of Ulysses and Penelope : L. T. Rigaud. 

249. Meeting of Eloise and Abelard in the Elysian Fields: Cipriani, 

250. Miranda: J. Meyer. 

251. Miranda and Ferdinand: Ang. Kauffman. 

252. Monkey climbing up the back of a man, and looking over his shoulder : J. H. 

Mortimer. 

253. Mr. Jephson’s School at Camberwell. 

254. Nude Woman bound to a tree, found by some soldiers ; battle in distance: 

Cipriani. 

255. Old Robin Gray ; subject taken from a ballad : H. W. Bunbury. 
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256. Olivia’s Elopement: Ramberg (Vicar of Wakefield). 

257. Olivia’s Return (the companion) : Ramberg (Vicar of Wakefield). 

258. Ophelia: Jas. Nixon. 

259. Ophelia: Madan. 

260. Penserosa : Ang. Kauffman. 

261. Prince Arthur’s Vision : Fuseli. 

262. Prospero disarming Ferdinand : Bunbury. 

263. Rinaldo and Armida : Angelica Kauffman, 1785. 

264. Roman Lady, with her arms round a boy and girl; she is leading them towards a 
chariot: W. Hamilton. 

265. Romeo and Juliet : J. H. Mortimer. 

266. Rosalind and Celia. 

267. Sancho’s Letters. 

268. Sister of Mercy and a young Priest wooing her: Burney. 

269. Sophia and Olivia. 

270. Squire Thornhill perswading * Olivia to elope with him : Ramberg (Vicar of Wake¬ 

field), 1787. 

* The spelling of this word is a mistake on the part of the writing engraver. 

271. Sterne and Maria : Ang. Kauffman. 

272. Story of Yorick’s Snuff Box : Ang. Kauffman. 

273. Tambourine and Castanet: Kauffman. 

274. Tancred and Clorinda : Ang. Kauffman, 1784. 

275. Tancred and Ermina: G. B. Cipriani, 1784. 

276. The Birth of Shakespeare : Ang. Kauffman. 

277. The Tomb of Shakespeare : Ang. Kauffman. 

278. The Death of Cora : H. Ramberg, 1788. 

279. The Libertine Reclaimed : W. Harding, 1792. 

280. The Shepherdess of the Alps : A. Kauffman. 

281. The Shepherdess of the Alps : P. J. de Loutherbourg. 

282. The Sword, Rennes: W. Harding. 

283. The Woodman Attacked by Wolves : P. J. de Loutherbourg. 

284. Tom Jones assisting Molly Seagrim in the Churchyard : P. J. de Loutherbourg. 

285. Trip to Margate: Anthony Pasquin. 

286. Two Soldiers standing by the body of a woman, which a youth is supporting on his 

knees. 

287. Two subjects taken from the “Sorrows of Werther”: J. Henri Ramberg, 1785. 

288. Virgil : Kauffman. 

289. Virgil reading his Aineid : Kauffman. 

290. Widow and her Son. 

291. Woman with Torch and Clock, Vigo: Cipriani. 

292. Young Man boiling some water in a saucepan suspended over a wood fire. 
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BOOKS ILLUSTRATED. 

p A CENTURY of Prints from Drawings published with Notes by Charles Rogers, 

London, 1778; folio. 

293. (1) Frontispiece to Vol. i. Allegorical, with inscription and title : Cipriani, inv. 

294. (2) Frontispiece to Vol. ii. Time, with Cupid. Same inscription : B. Rebecca, inv. 

295. (3) The Repose. Holy Family resting, after Guido Reni. 

296. (4) Boys Playing with a Lamb, after Simone Cantarini, called H. Pesarese. 

Antiquities of Great Britain, illustrated from Drawings made by Thomas 

Hearne, F.S.A., London, 1807. 

Note.—Among the subscribers to this work the names of Francis Bartolozzi, Esq., R.A., Engraver to His 
Majesty, and Mr. G. Bartolozzi, appear. 

297. (1) Plate v. View of St. Mary’s Abbey, York ; the figures only by F. Bartolozzi, 

the rest by W. Byrne and S. Middiman. 

298. (2) Plate x. View of Lumley Castle ; figures by F. Bartolozzi, the rest by W. 

Byrne and S. Middiman. 

299- (3) Plate xvii. View of Ripon Minster; figures by F. Bartolozzi, the rest by W. 

Byrne and S. Middiman. 

300. (4) Plate xliii. The Cathedral Church and Episcopal Palace at Glasgow; figures 

by F. Bartolozzi, the rest by W. Byrne and T. Medland. 

Baronagium Genealogicum (Edmondson’s). 

301. (1) Frontispiece to Vol. iv. : Cipriani, inv. 

302. (2) Frontispiece to Vol. v. : Cipriani, inv. 

303. (3) Frontispiece to Supplement: Cipriani, inv. 

Bell’s British Theatre. London, 1797. 

304. (1) Vol. iii. Cato : a Tragedy, by Joseph Addison. 

“ See, Marcia, see, [ Juba throwing himself before Marcia. 

The happy Juba lives ! ”—Act iv. 

After Burney, pinxt. 

305. (2) Vol. xi. The Beggar’s Opera. 

Jenny. “I must and will have a kiss to give my wine a zest.”—Act ii. 

Scene 1. 

After Ibbetson, del. 

306. (3) Vol. xviii. Philaster. 

Phil. “ Oh, monstrous ! tempt me not, ye gods.”—Act iv. Scene 2. 

After Westall, pinxt. 
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307. (4) Vol. xxxii. The Inconstant 

Young Mirabel. “ Here on my knees behold the criminal that vows repent¬ 

ance his.”—Act iv. Scene 2. 
After Burney, del. 

BlOGRAPHlA Navalis : by John Charnock. London, 1797. 

308. (1) Sir Joseph Rooke (oval), after J. Faber. 

309. (2) Lord Hawke (oval), after Coates. 

310. (3) Sir James Wishart (oval), after Faber. 

p CIPRIANI:—Three of the plates from “ The Collection of Prints after the sketches and 

drawings of the late celebrated Giovanni Baptista Cipriani, Esq., R.A., engraved 

by Mr. Richard Earlom. London : John & Josiah Boydell, 90, Cheapside.” 

Folio. 

311. (1) Geography—an allegorical print in stipple, after Cipriani, No. 45. 

312. (2) Cupid and Psyche, in stipple, designed and engraved by Bartolozzi, No. 46. 

313. (3) Angelica and Medora, after Cipriani, in stipple, No. 47. 

Cook’s Voyages Towards the South Pole and Round the World ; plates. London, 

1776. 

314. (1) Man of Easter Island, drawn from nature by W. Hodges. 

COOK’S Voyages to the Pacific Ocean ; plates. London, no date. 

315. (1) A Young Woman of Otaheite bringing a present: after T. Webber. 

316. (2) Three Young Women of Otaheite dancing before a group of men : Cipriani. 

317. (3) Indians sitting round a fire : Webber. 

318. (4) South Sea Islander. 

319. (5) The Death of Captain Cook, after Webber. 

320. (6) Finis plate : Cupid seated on the ground resting on a stone, on which is 

inscribed, “ Captain Cook—the end.” 

321. Dr. Goldsmith’s Roman History; vignette : Edwards. 

Dryden : “The Fables of John Dryden,” with engravings from the pencil of the 

Right Hon. Lady Diana Beauclerc. London : T. Bensley, 1797- 

322. Headpiece, vignette to Palamon and Arcite. Book 1. 

323- Headpiece ditto. Book 2. 

324- Full page ditto. Book 2. 

325. Tailpiece ditto. Book 2. 
326. Headpiece ditto. Book 3. 

327- Full page ditto. Book 3. 
328. Headpiece vignette to Sigismonda and Guiscardo. 

329- Full page ditto. 
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330. Vignette headpiece to The Cock and the Fox. 

331. Vignette tailpiece to ditto. 

332. Vignette headpiece to Theodore and Honoria. 

333- Vignette headpiece to The Wife of Bath’s Tale. 

334. Vignette headpiece to Cymon and Iphigenia. 

335* Vignette tailpiece to ditto. 

Duel, The : a Tragedy, published by Cadell in 1772. 

336. The Three Graces, after Cipriani, by Bartolozzi : a headpiece to the preface. 

Fool, The, illustration to :— 

337. Mrs. Vindex meeting with Master Harry Clinton : P. W. Tomkins. 

FUMIFUGIUM; or, The Inconvenience of the Air and Smoke of London, dissipated; 

together with some remedies humbly proposed, by J. E (velyn). 

338. A portrait of Mr. Evelyn. 

Gardens, The : a Poem, translated from the French of the Abbe de Lille by Mrs. 

Montolieu. Bensley, 1805. 

339. (1) Allegorical frontispiece after Portoensis. 

340. (2) Allegorical tailpiece at end of Canto 1, p. 38, designed and engraved by Bartolozzi. 

341. (3) Frontispiece to Canto 2, after Portoensis. 

342. (4) Tailpiece to Canto 2, designed and engraved by Bartolozzi. 

343. (5) Allegorical frontispiece to Canto 3, after Portoensis. 

344. (6) Tailpiece to Canto 3, designed and engraved by Bartolozzi. 

345. (7) Allegorical frontispiece to Canto 4, after Portoensis. 

346. (8) Tailpiece to Canto 4, designed and engraved by Bartolozzi. 

Gray’s Elegy, illustration to:— 

347. “ Beneath these rugged elms, that yew tree’s shade ” : Cipriani. 

Guercino :—Eighty-two Prints, engraved by F. Bartolozzi, etc., from the original 

drawings of Guercino, in the collection of His Majesty. Vol. i. London : pub¬ 

lished by John and Josiah Boydell, Cheapside; and H. R. Young, 56, Pater¬ 

noster Row. 

A list of the prints contained in volume i. 

348. Portrait of Guercino. 

349. Flora, with Boys. 

350. Four Women, with a Boy. 

351. Three Women, with a Boy lying down. 

352. Virgin Mary, Joseph, and Child with a Globe. 

353. Three Women, with a Palette and Sketch of a Design. 

354. Virgin, Infant, and Joseph, with an Angel playing on a Violin. 

355. Banditti quarrelling. 
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356. Companion to the preceding. 
357. Two Boys. 
358. Infant Bacchus. 
359. St. John with a Cross. 
360. Flora, with a Boy. 
361. Virgin and Child holding a Book. 
362. Old Man, Woman, and a Boy, with a Model of a Town. 
363. St. John in the Wilderness. 
364. Sophonisba with a Bowl. 
365. Warrior with a Truncheon. 
366. A Sibyl with a Book. 
367. Turkish Woman Reading. 
368. A Concert. 
369. Queen Esther and Ahasuerus, 
370. A Vocal Concert. 
371. A Sacrifice. 
372. St. Matthew, with an Angel and Book. 
373. Virgin, Infant, and St. John. 
374. Woman and two Boys. 
375. St. Paul Reading. 
376. Eight Heads, Men and Women. 
377. Five Boys Playing. 
378. Two Men Playing on a Guitar and Singing. 
379. Boy with a Lamb. 
380. Woman on her knees with a Child. 
381. Guercino’s Daughters. 
382. St. Jerome. 
383. Young Man with a Boy, and a Boy in the Clouds. 
384. Young Woman in a thoughtful attitude, 
385. Woman with a Book. 
386. Woman Studying. 
387. Portrait of a Woman. 
388. Old Man Weeping. 
389. Portrait with a long Beard. 
390. Ditto, with naked shoulders. 
391. Woman with a Turban. 
392. Naked Woman lying down with a Child. 
393. Virgin teaching the Infant Jesus. 
394. The Almighty in the Clouds, with two Boy Angels. 
395. The Circumcision. 
396. Lady, Boy, and two Old Men. 
397. St. John Writing. 
398. Cupid, with a Dart. 
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399. Salvator Mundi, with a Globe and Cross. 

400. Portrait of a Young Man. 

401. The Cornaro Family. 

402. Portrait of a Lady. 
403. Two Young Women, one with her back towards beholder. 

404. A Pope with a Book. 

405. Male Portrait, with drapery over shoulders. 

GUERCINO :—Seventy-three Prints, engraved by F. Bartolozzi, etc., from the original 

pictures and drawings of Michael Angelo ; Domenichino ; Annibal, Lodovico, and 

Agostino Caracci ; Guercino, P. Da Cortona, Carlo Maratti, Elisabetta Sirani, 

Pellegrino Tibaldi, Franceschino, etc., etc., in the collection of His Majesty, etc. 

Vol. ii. London: published by John and Josiah Boydell, Cheapside; and 

H. R. Young, 56, Paternoster Row. 

A list of the prints contained in volume ii.:— 

406. Portrait of Annibal Caracci : A. Caracci. 

407. Portrait of Leonardo da Vinci: A. Caracci. 

408. Portrait of a Painter : A. Caracci. 
409. A Monumental design. Time holding a Bust, and treading on Envy : C. Maratti. 

410. Companion to the above : C. Maratti. 
411. “My son attend unto my wisdom, and bow thine ear to my understanding 

(Prov. v.): Pel. Tibaldi. 

412. Tobias with the Angel: C. Maratti. 

413. Laban seeking for his Idols : P. da Cortona. 

414. Story of Laocoon and his Sons : P. da Cortona. 

415. Bacchanalian Boys playing : Franceschino. 

416. Boys riding on a Goat: Franceschino. 

417. Emblem of Night: A. Caracci. 

418. Boys bathing : Cipriani. 

419. Boys dancing. Companion to the above : Guercino. 

420. Pan and Satyrs : C. Cignani. 

421. Sleeping Boy : Elis. Sirani. 
422. St. John the Baptist sending his two Disciples to our Saviour. Tainted in the 

Church of Andrea della Valle, at Rome : Domenichino. 

423. A Figure in the Last Judgment of Michael Angelo : M. Angelo. 

424. Prometheus and the Vulture : M. Angelo. 

425. An Emblematical Subject : M. Angelo. 

426. Virgin, and Child on her Knee, with Angels in the clouds: Guercino. 

427. Saint Matthew : Guercino. 

428. Peter and Paul: Guercino. 

429. Boys pressing Grapes : Guercino. 

430. Boys with a Garland of Flowers. Companion to the above : Guercino. 

431. Cupid and Psyche with a Dart: Guercino. 
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432. Flora with a Cupid : Guercino. 

433. Fortune sitting, leaning on a Globe, with a humorous Subject above: N. del Abatte. 

434. The Woman taken in Adultery : Ag. Caracci. 

435. The Silence : An. Caracci. 

436. The Circumcision : Guercino. 

Holbein :—Imitations of Original Drawings by Hans Holbein, in the collection of 

His Majesty, for the Portraits of the Illustrious Persons of the Court of Henry 

VIII., with biographical tracts. Published by John Chamberlaine, Keeper of the 

King’s Drawings and Medals, F.S.A. London : W. Bulmer & Co., 1792. 

(The numbers at the side indicate the order of the portraits in the book, the others 

being by other engravers.) 

437. 0) 
438. (2) 

439- (12) 

440. (13) 
441. (14) 
442. (15) 

443- (16) 

444 (47) 

445- (18) 

446. (19) 

447- (20) 

448. (21) 

449. (22) 

450. (23) 
451. (24) 
452. (25) 

453* (26) 

454 (27) 

455- (28) 

456. (29) 

457- (30) 

458. (30 

459- (32) 
460. (33) 
461. (34) 
462. (35) 

463. (36) 
464. (37) 
465. (38) 
466. (39) 
467. (40) 

Portrait of Hans Holbein. 

Holbein’s Wife. 

Anonymous. 

The Lady Audley. 

The Lady Berkeley. 

Anne Boleyn. 

Nicholas Borbonius. 

The Lady Borough. 

The Lady Butts. 

Sir George Carew. 

Sir Gawen Carew. 

Queen Anne of Cleve. 

Lord Clinton. 

Lord Cobham. 

John Colet, Dean of St. Paul’s. 

The Earl of Derby. 

The Marchioness of Dorset. 

Prince Edward. 

Edward, Prince of Wales. 

Edward VI. 

Sir Thomas Elyot. 

Sir Thomas Gage. 

Simon George. 

Sir John Godsalve. 

Sir Henry Guildeford. 

The Lady Henegham. 

Sir Phillip Hobby. 

The Lady Hobby. 

Queen Catherine Howard. 

Henry Howard, Earl of Surrey. 

Mother Jack, nurse to Edward VI. 
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468. (41) The Lady Lister. 

469. (42) The Lady Mary. 

470. (43) The Lady Meutas. 

471. (44) The Lady Monteagle. 

472. (45) Sir John More. 

473- (46) Sir Thomas More. 

474- (47) John More (son of Sir Thomas More). 

475- (48) Ormond (Thomas Boleyn). 

476. (49) Wm. Par, Marquis of Northampton. 

477- (50) The Lady Parker. 

478. (51) Thomas Parrie. 

479- (52) Sir Nicholas Poins. 

480. (53) Sir Nicholas Poins (2). 

481. (54) The Lady Ratcliffe. 

482. (55) Lord Rich. 

483- (56) The Lady Rich. 

484. (57) The Lady of Richmond. 

485- (58) The Bishop of Rochester. 

486. (59) John Russell, Lord Privy Seal. 

487. (60) Francis Russell, Earl of Bedford. 

488. (61) Queen Jane Seymour. 

489. (62) Sir William Sherrington. 

490. (63) Sir Thomas Strange. 

491. 
(64) M. Souch. 

492- (65) The Earl of Southampton. 

493- (66) Sir Richard Southwell. 

494- (67) Anonymous. 

495- (68) Duchess of Suffolk. 

496. (69) Henry Brandon, Duke of Suffolk (miniature). 

497- (70) Charles Brandon, Duke of Suffolk (miniature). 

498. (71) Thomas, Earl of Surrey. 

499- (72) The Countess of Surrey. 

5oo. (73) Lord Vaux. 

501. (74) The Lady Vaux. 

502. (75) Warham, Archbishop of Canterbury. 

503- (76) Lord Wentworth. 

504- (77) Charles Wingfield. 

505- (78) Sir Thomas Wyat. 

The eight additional plates by Bartolozzi, from drawings in the collection of the Earl of 

Bessborough, unpublished at the time, are as follows :— 

5o6. Marechal de Montmorenci. 

507. Mary, Queen of Scots. 
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508. Francis II., Dauphin of France. 

509. Claude XVII., Count de Laval. 

510. Monsieur de Pidnne l’Aind. 

511. Mons. de Saincte Corneille. 

512. Conndtable d’Armagnac. 

513. Mons. de la Faille. 

Hunting, Thoughts upon, by Peter Beckford, 1782. 4to. 

514. (1) Frontispiece, Diana, with three Females: Cipriani, inv. 

Note.—In British Museum copy there is a pencil note : “ This book sold for £i is. at Duke of York’s sale.” 

JUVENILIA ; or, a Collection of Poems. Written between the ages of twelve and six¬ 

teen, by J. H. Leigh Hunt, late of the Grammar School of Christ’s Hospital, and 

dedicated by permission to the Hon. J. H. Leigh. London, 1801. 

515. (1) Frontispiece. 

“ And ah ! let Pity turn her dewy eyes, 

Where gasping Penury unfriended lies.” 

R. S. West, pinxt.; F. Bartolozzi, R.A., sculp., 1801. 

L’Amico’ de Fanciulli ; o sia II Morale Istruttore della Gioventu.” London: 

Samuel Hooper, 212, High Holborn, 1788. Four volumes. (6 plates.) 

516. Charity (H. Ramberg, del. ; F. Bartolozzi, sc.), frontispiece to vol. i. 

517. Vignette on title-page to vol. i., lettered “A Me ti Fida ” (Ramberg, inv. del.; 

Bartolozzi, sc.). 

518. “Mortal che sei ? un nulla” (Ramberg, del.; Bartolozzi, sc.), full-page illustration 

to vol. ii. 

519. Vignette on title-page of vol. iii., lettered “Ti Guida Felice” (Ramberg, inv. del.; 

Bartolozzi, sc.). 

520. “ Figlio, O quanto mi costa il dividermi da te ! ” (H. Ramberg, del.; F. Bartolozzi, sc.), 

full-page illustration to vol. iii. 

521. “O, Divina Amista!” (Ramberg, del.; Bartolozzi, sc.), full-page illustration to 

vol. iv. 

Le Mus£e P'rancais, Recueil Complet des Tableaux, Statues et bas-reliefs qui 

conposent la collection nationale, avec l’explication des sujets, etc., etc.; dedie a 

l’empereur et roi. Paris : de l’imprimerie de Marne Fr<bres, 1809; four vols. folio.* 

* “The proprietors of ‘ Le Musee Fran^ais’ have announced their intention of disposing of the original designs 
after which that splendid work was engraved. They form a complete series of the pictures, statues, and basso relievos 
composing the Royal Museum; their total number is three hundred and forty-four, and they will be divided into four lots. 
The work itself, which appeared in eighty parts, forming four volumes, atlas folio, was finished in nine years, and 
completed in 1812. Upwards of eighty French and foreign engravers—among whom appear the names of Morghen, 
Bartolozzi, Bervic, and Tardieu—were employed upon it at one time, and the total expense exceeded 1,700,000 francs, or 

,£70,000 sterling.”—The New Monthly Magazine, vol. i. p. 558 (1814). 
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522. “ Le Massacre des Innocens,” after Guido Reni (one plate only). Gravd a Lisbonne 

par Francois Bartolozzi a I'dge do 82 ans. 

“ ‘The Massacre of the Innocents,’ by Guido Rheni, has lately been engraved by him (F.B.) with his usual 
delicacy and expression. An engraving of the ‘ Narcissus of Viegra,’ will soon make its appearance, with 
the figures only by Bartolozzi.”—Monthly Magazine, vol. xxiii. 1807, p. 379. 

Leonidas: a Poem, by Richard Glover. Cadell & Davies, 1804. 

f 523 Plate to illustrate Book i. 

“ In speechless anguish on the hero’s breast 

She sinks ; on every side his children press.” 

Leonora : a Poem. Translated from the German by W. R. Spencer ; with designs by 

the Right Hon. Lady Diana Beauclerc. London: T. Bensley, 1796. Small folio. 

524. Two in stipple : frontispiece, vignette to opening in German, and ditto to opening in 

English (3). Tailpiece to opening in German, and ditto to the opening in 

English (5). 

Life of the Earl of Chesterfield, by Matthew Maty. 

525. Gertrude Pierpoint, Marchioness of Halifax. 

Literary Anecdotes of the 18th Century, by John Nichols, F.S.A. London, 1812. 

526. Portrait of John Fothergill, M.D., F.R.S. R. Livesey, pint. ; F. Bartolozzi, sculpt. 

527. A Portrait of Mr. Rogers, engraved by Bartolozzi from a painting by Sir Joshua 

Reynolds, and intended to have been prefixed to his Book of Drawings, was given 

by him to some of his friends ; and is copied (Cook, sculpt.) in the Gentleman's 

Magazine, vol. liv. p. 159. 

MARLBOROUGH Gems. Gemmarum Antiquarum Delectus ex praestantioribus de- 

sumptus, quae in Dactyliothecis Ducis Marlburiensis conservantur. Choix de 

pierres antiques gravee du Cabinet du Due de Marlborough. London, 1789-90; 

folio ; two vols. 

Note.—The descriptions in Latin by J. Bryant and W. Cole; the French translation by P. H. Maty and L. 
Dutens ; the engravings by F. Bartolozzi. The British Museum possesses two copies of this beautiful (first) 
edition, of which only one hundred copies were printed for private distribution at the expense of George 
Spencer, third Duke of Marlborough ; who presented one of these, with many of the illustrations in dupli¬ 

cate—proofs and prints—to the Rev. Clayton Mordaunt Cracherode ; and it now forms part of the magni¬ 
ficent library of about 4,500 volumes bequeathed by him to the nation. 

Index Gemmarum. Vol. I. 

528. Scipionis caput. 

529. Syllae caput. 

530. Julii Caesaris caput. 

531. M. J. Bruti caput. 

532. M. J. Bruti caput cum caduceo, et testudine. 

533. Lepidi caput. 

534. Augusti caput cum corona radiata. 
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List of Bartolozzi’s IVorks. 

535- Augusti caput. 

53& Marcelli caput. 

537- Li vise pro tome, et Tiberii caput. 

538- Tiberii caput. 

539- Germanici caput. 

540. Agrippinse Majoris caput laureatum. 

54i- Agrippinse Majoris caput. 

542. Galbae caput. 

543- Galbae caput. 

544- Nervae protome. 

545- Nervae caput. 

546. Marcianae caput. 

547- Sabinae caput. 

548. Antinoi caput. 

549- Caracallae protome. 

550. Caracallae caput. 

55i- Juliae Domnae caput. 

552. Laocoontis caput. 

553- Semiramidis caput. 

554- Minervae Alcidae caput. 

555- Phocionis caput. 

556. Jovis et Junonis capita jugata. 

557- Veneris caput. 

558. Bacchae caput. 

559- Hercules Bibax stans. 

560. Bacchus stans. 

561. Faunus Tigridis pelli insidens. 

5 62. Athleta stans. 

563- Mercurius stans. 

564- Mars stans. 

565. Miles de rupe descendens. 

566. Diomedes cum Ulysse. 

567- Dei Marini. 

568. Epaminondas vulneratus. 

569. Milites duo. 

570. Mulier cum Virgine. 

57i- Faunus Infantulum genu sustinens. 

572. Alexandri Magni effigies cum equo. 

573- iEneas, etc. 

574- Pompae cujusdam descriptio. 

575- Amazones. 

57& Fragmen, Bacchi pompam exhibens. 

577- Nuptiae Cupidinis et Psyches. 
IOI Index. 
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Index Gemmarum. Vol. II. 
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Ptolemaeus. 

579- Metrodorus. 

580. Socrates et Plato. 

581. Alexandri Magni caput. 

582. Sappho. 

583- Phryne. 

584- Pyrrhus. 

585- Ignotum Caput. Scyllacis opus. 

586. Ignotum Caput. 

587. Medusa. 

588. Medusa. 

589. Minerva, Eutychis .TEgeaei, Dioscoridis filii, opus. 

590- Bacchus. 

59i- Deae Liberae Caput. 

592. Bacchans foemina. 

593- Mercurius. 

594- Isis. 

595- Hercules et Iole. 

596. L. Jun. Brutus. 

597- Annibal. 

598. Luc. Cornelius Sylla. 

599- C. Cilnius Mecaenas. 

600. M. Agrippa. 

601. Livia Drusilla. 

602. Drusus, Tiberii Filius. 

603. Drusus, Germanici Filius. 

604. Antonia, vel Agrippina. 

605. Domitia, vel Julia Titi. 

606. Hadrianus. 

607. Antinous. 

608. Caput ignotum, Antonini forsan junioris. AEAI02. 

609. Lucilla. 

610. Didius Julianus Augustus, et Manlia Scantilla Augusta. 

611. Caput Sirii Canis. 

612. Vaccae. 

613. Equi. 

614. Taurus a Leone interfectus. 

615. Mercurii Templum. 

616. Imperator Hostem prosternens. 

617. Coronis. 

618. Cupidines. 

619. Ganymedes. Epigraphe Koi/xov. 
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620. Ganymedes et Aquila. 

621. Hercules AeovTocpovos. 

622. Faunus. 

623. Omphale incedens. 

624. Triumphus. 

625. Biga. 

626. Biga. 

627. Silenus, Tigris, etc. 

628. Portrait of His Grace the Duke of Marlborough. Fr. Bartolozzi, R.A., ad vivum del. 

629. Allegorical frontispiece in line, after Cipriani. F. Bartolozzi, sculp., London, 1780. 

Vide Plin. Hist. Nat., lib. xxxvii. cap. 11. 

630. Allegorical frontispiece in line to second volume, after Cipriani. 

631-643. Pitture esistenti in Grotta Ferrata: Domen. Zampieri, 13 pieces. The plates 

are part of the Roman Chalcography; 1797. 

p Memorie degli Antichi incisori che scolpirono i loro nomi in gemme e cammei con 

molti monumenti inediti di antichita, opera di Domenico Augusto Bracci 

Della Societa Reale antiquaria di Londra. Firenze, 1784-86. 

Engravings from Gems :— 

(1) Plate viii. Achilles (gem cut in sardonyx), eng. by F. B. 

(2) Plate xi. Musa (cut in cornelian, Museo Strozzi, Rome), d. e. eng. by F. B. 

(3) Plate xxiv. Othryades (gem, cornelian, Museo Cortona), dr. et engr. F. B. 

(4) Plate xxviii. Jupiter (gem cut in red jasper), engr. F. B. 

(5) Plate xxxvii. Quadriga (cut in cornelian, in the collection of the Earl of 

Carlisle, at London), drawn and engraved by F. B. 

(6) Faunus Bacchans (Museo Strozzi), F. B., d. e. scu. 

(7) Plate xliv. Gladiator Rudiarius : F. B., sculp. 

(8) Plate xlvi. Bacchus and Ariadne (cut in red jasper): F. B., del. et sculp. 

(9) Plate 1. Diomedes-Palladio potitus : F. B., d. e. sc. 

(10) Plate T. ii., N. ii. Cupid : F. B., sculpt. 

(11) Plate T. x., N. iii. Cupids: F. B. sculpt. 

(12) Plate lx. Perseus (cut in amethyst): F. B., sculpt. 

(13) Plate lxxiv. Minerva (cut in amethyst): F. B., sculpt. 

Memoirs of Thomas Hollis, 1780. 

In first volume :— 

657. (1) Allegorical title-page, after Cipriani. 

658. (2) Portrait of Thomas Hollis. 

^59- (3) Portrait of Charles Rinald Berch, of Stockholm. 

660. (4) Johannes Acutus. 

661. (5) Jonathan Mayhew, D.D. 
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In second volume :— 
662. (7) Medal, obverse and reverse ; Francis Hutcheson, Professor of Moral Philosophy 

at Glasgow University (two on one plate). 

663. (8) Small circular portrait of Laurence Natter. 

664. (12) Two Gems ; and an Ancient Medal, obverse and reverse (four on one plate). 

665. (13) Testamento di Endamida di Corinto. “Lascio ad Aretio mia madre, perch£ la 

nutrisca; a Carisseno la mia Figlivola, perche le dia marito, e la doti giusta il 

suo potere.” 
F. Bartolozzi Fiorentino, disegno e scolpi in Londra l’anno 1765 della grandezza del 

quadro di N. Pussino dipinto a olio in carta, nella collezione di Tommaso Hollis, 

Inglese. 

Milton’s Paradise Lost. A new edition, adorned with plates, 8vo. Bensley, 1802. 

666. (1) Vignette to Book 5, after W. Hamilton, R.A. 

667. (2) Vignette to Book 8, after W. Hamilton, R.A. 

668. (3) Ditto 9, ditto, ditto. 

Music: A General History of Music, by Charles Burney, Mus.D. London, 1776. 

669. (1) Plate i. Frontispiece, after Cipriani. 

670. (2) Plate ii. Marsyas, Mercury, etc., after Cipriani. 

671. (3) Plate iii. Orpheus and Eurydice. 

672. (4) Frontispiece to Vol. ii., after Cipriani. 

673. (5) Frontispiece to Vol. iii., after Cipriani. 

674. (6) Portrait of the Author, Charles Burney, after Sir Joshua Reynolds (frontispiece 

to Vol. iv.). 

Oriental Gardening, A Dissertation on, by Sir William Chambers, Knt., Comp¬ 

troller-General of His Majesty’s Works. London, 1772. 

675. (1) Frontispiece, Allegorical, after Cipriani. 

676. (2) Medallion, at the top of dedication page, “To the King,” etc.: obverse, Portrait 

of King George III., with laurel wreath ; reverse, Building, Front of the 

Academy Institute, at bottom date 1768. After Cipriani. 

Original Designs of the most Celebrated Masters of the Bolognese, Roman, Floren¬ 

tine, and Venetian Schools in His Majesty’s collection, by J. Chamberlaine, 

F.S.A., and Keeper of the King’s Medals and Drawings. London, 1812. 

(1) Frontispiece. Portrait of Leonardo da Vinci, drawn by himself, engraved by 

F. Bartolozzi, published by Chamberlaine, 1795- 

(2) Anatomical studies—skeletons, after Leonardo da Vinci; line. 

(3) Ditto ditto ditto. 

(4) Plate ii. A Madonna, after L. da Vinci ; stipple. 

(5) Plate iii. A Woman’s Head, profile, after L. da Vinci; stipple in red crayon. 

677. 

678. 

679. 

680. 

681. 







682. 

683. 

684. 

685. 

686. 
68y. 

688. 
689. 

690. 

691. 

692. 

693. 
694. 

695. 

696. 

697. 

698. 

699. 

700. 

701. 

702. 

703. 

List of Bartolozzi’s IVorks. 

(6) Plate iv. A Man’s Head, large front face, after L. da Vinci; stipple. 

(7) Plate v. A Plate of Mechanics, after L. da Vinci ; line engraving. 

(8) Plate vi. Three-quarter Figure, after L. da Vinci, in red crayon, stipple. 

(9) Plate vii. Dante and other Poets, after L. da Vinci ; line engraving. 

(10) Plate x. A Man’s Head, after L. da Vinci; red crayon, stipple. 

(11) Plate xi. Female Head, after L. da Vinci ; line engraving. 

(12) Plate xiv. Country Girl’s Head, after L. da Vinci ; red crayon, stipple. 

(13) Plate xviii. Portrait of An. Caracci, after An. Caracci; in black crayon. 

(14) Plate xix. Abraham entertaining Three Angels, after Lud. Caracci; line en¬ 

graving, in brown. 

(15) Plate xx. An Old Man’s Head, after A. Caracci ; in red crayon. 

(16) Plate xxi. Jacob’s Vision, after Lud. Caracci ; line, in brown. 

(17) Plate xxii. A Monk’s Head, after An. Caracci ; stipple, in red crayon. 

(18) Plate xxiii. Birth of Pyrrhus, after Ag. Caracci (Plutarch, vol. iii., p. 1) ; line 

and stipple, in brown. 

(19) Plate xxix. Young Man’s Head, after An. Caracci; stipple, in red crayon. 

(20) Plate xxxi. Old Man’s Head, after An. Caracci; red crayon, stipple. 

(21) Plate li. Landscape, after G. Poussin ; line engraving. 

Plates viii., ix., and xii. are erroneously described as having been engraved by Bartolozzi in the Index to the 
work mentioned. 

ORLANDO Furioso di Lodovico Ariosto. Birmingham, 1773. 8vo. 

(1) Canto I., Stanza xxv. 

“ Vede di mezzo il flume un Cavaliero 

Insino al petto uscir, d’ aspetto hero.” 

(2) Canto II., Stanza X^a 

“ Ecco Rinaldo con la spada addosso 

A sacripante tutto s’abbandona.” 

(3) Canto X?, Stanza xxvifa 

“ Che debbo far ? che poss’io far qui sola ? 

Che mi da ajuto, oim£, chi mi consola ? ” 

(4) Canto XI?, Stanza lxite 

“ Lo corse ad abbracciare, e a fargli festa, 

Trattasi la celata ch’ avea in testa.” 

(5) Canto XIX., Stanza xxxvi. 

“ Angelica, e Medoro in varj modi 

Legati insieme di diversi nodi.” 

(6) Canto XXIV., Stanza lxxxiii. 

“ Zerbin la debol voce rinforzando 

Disse: Io vi prego e supplico, mia Diva.” 

105 704. 

VOL. II. K 



Bartolozzi and his Works. 

704. (7) Canto XXXV., Stanza xii. 
“ . . . scuote 

II lembo pieno ; e nella torbid’ onda 
Tutte lascia cader 1’impresse note.” 

705. (8) Canto XXXVI., Stanza lviii. 

“ In quel momento il monte, e il piano scosse 
Un gran tremuoto ; e si senti con esso, 
Da quell’ avel, che in mezzo il bosco siede, 
Gran voce uscir, ch’ ogni mortale eccede.” 

706. (9) Canto XL., Stanza xxxvi. 

“ E d’ uccider se stesso in pensier venne 
E lo facea, ma il Re Sobrin lo tenne.” 

707. (10) Canto XLIII., Stanza clxxxv. 

“ Stava ella nel sepolcro ; e quivi attrita 
Da penitenza, orando giorno e notte.” 

Pergolesi Ornaments, The. 

708, 709. (1, 2) Plates x. and xx. Pair of oval allegorical subjects (Cupids), engraved by 
Bartolozzi, forming the centres to ornamented plates in line engraved by 
Pergolesi ; slightly stippled. 

710-712. (3, 4, 5) Plates xxx., xl., lv. Three circular allegorical subjects (Children). 
713. (6) Plate xxxv. Diana in Chariot drawn by Stags ; in line. 

Physiognomy, Lavater’s. 

714. Plate illustrating chapter ix., “ On the Ear,” p. 411, vol. v. 

Poets, Macklin’s British. Published by Tbos. Macklin, Fleet Street, 1788, extra 
large folio. 

The beautiful series of stipple prints illustrating the “British Poets” was published by Thomas Macklin, at 
the Poet’s Gallery, 39, Fleet Street, in half-yearly parts or numbers, each containing four illustrations with 
explanatory letterpress. The size of each print is uniform, 18 x 14 in., and the published price to subscribers 
was three guineas, to non-subscribers four guineas—proofs six guineas, and in colours eight guineas the 
number. Macklin’s terms were half the money paid at time of subscribing, and balance on delivery of 
each number. After mentioning in his prospectus about twenty of the principal artists of the day, including 
Sir Joshua Reynolds, P. R. A., Cosway, Fuseli, Gainsborough, Hamilton, Angelica Kauffman, Stothard, 
and West, Macklin proceeds : “This Work, which will be Engraved from the before-mentioned Pictures 
by Mr. Bartolozzi, his School, and other Eminent Artists, the proprietor begs leave to observe is under¬ 
taken entirely on his own Account, not merely with a view to Profit, but with a Design to encourage the 
Arts and do Honour to his Country, his Wish being to receive Encouragement no longer than his 
Endeavours shall be found deserving it. Thus far he will presume to say that the Arrangements he has 
already made in respect to the Subjects, Artists, and the Prices agreed for, insure him the utmost Exertions 
of the Pencil and Graver.” The dedication is, by permission, to H.R.H., the Prince of Wales. 
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715. (1) Queen Katherine’s Dream : Fuseli. 

716. (2) Selim, or the Shepherd’s Moral: Angelica Kauffman. 

717. (3) The Hours: Maria Cosway. 

718. (4) Lavinia : Gainsborough. 

719. (5) Palamon and Arcite : Hamilton. 

720. (6) The Death of Arcite : Hamilton. 

721. (7) The Mouse’s Petition : H. Bunbury. 

The print called “ The Mouse’s Petition,” engraved by Bartolozzi, illustrates the first two verses of one of Mrs. 

Barbauld’s poems. Dr. Priestley, the physiologist, is represented seated at a table, apparently engaged in 
examining a mouse—shortly to be the subject of one of his experiments—confined in an open wire cage. In 
the foreground is a youth, Charles Rochemond Aikin, nephew of Mrs. Barbauld, and father of the doctor 
of that name now living. Mrs. Barbauld, who was staying with Dr. Priestley at the time of the supposed 
incident, is in a standing position, and is endeavouring to dissuade the doctor from his cruel experiment 

by a recital in verse of the mouse’s woes. The designer, in composing his subject, somewhat exceeded his 
licence, as Mrs. Barbauld, after writing the poem, was far too timid to hurl it verbally at the doctor’s head, 
but contented herself with slipping a copy underneath the cage, where it was found by him the next morn¬ 
ing. Whether it had the desired effect history sayeth not. 

722. (8) Lodona : Maria Cosway. 

723. (9) The Freeing of Amoret: John Opie. 

724. (10) The Cottagers : Sir Joshua Reynolds. 

725. (n) The Triumph of Mercy : W. Artaud. 

726. (12) The Deserted Village : F. Wheatley. 

727. (13) Damon and Musidora : J. Opie. 

728. (14) Henry and Emma : J. Opie. 

729. (15) Constantia : Rigaud, R.A. 

730. (16) Gray’s Elegy : W. Hamilton. 

731. (17) Lucy of Leinster : Hy. Bunbury. 

732. (18) Margaret’s Tomb : Hy. Bunbury. 

Poets of Great Britain, The. — Bell’s edition of “The Poets of Great Britain, 

complete from Chaucer to Churchill.” Edinburgh, 1782, 76-83. i2mo, 109 vols. 

733- (0 Vol. lxx. Savage. 

“ Content from noise and Court retires, 

And smiling sits, while Muses tune their lyres.” 

— Wanderer: Canto /., verse 31. 
After Ang. Kauffman. 

734. (2) Vol. lxxiii. Mallet. 

“ . . . and close within his grasp 

Was clenched a broken oar.”—Canto /., verse 268. 

After Ang. Kauffman. 

735. (3) Vol. lxxxviii. Hammond. 

“ And Love himself could flatter me no more.”—Page 48. 

After A. Kauffman. 
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736. (4) Vol. xcviii. Moore. 

“Then bending drew it to the Head ; 

Enraptured stood the lovesick Maid.” 

After Rebecca. 

737. (5) Vol. cvi. A. Philips. 

“ O come, my love ! nor think the employment mean, 

The Dams to milk and little Lambkins wean.”—Page 30. 

After Rebecca. 

738. (6) Vol. cvii. Churchill. Vol. i. 

“ Set one poor sprig of Bay around my head, 

Bloom whilst I live, and point me out when dead.” 

—Candidate: Ime 145. 

After Cipriani. 

Portland Vase, The. Folio. Boydell, Cheapside ; and Torre, Pall Mall, 1786. 

739-742. One plate of the Vase, and three Sections of ditto, all after Cipriani. 

Prayer : The Book of Common Prayer published by Good, of Bond Street, 1794. 

743. The Adoration of the Shepherds : Stothard. 

744. Burying the Dead : Stothard. 

745. Matrimony : Stothard. 

746. Confirmation : Stothard. 

747 
748 

749 
750 

751 
752 

753 

754 

Principles of Beauty relative to the Human Head, by Alexander Cozens. Folio. 

Published by the Author, 177^* 

The plates of this work—the text in English and French—are all in outline. (36 plates.) 
Plates 1 * and 2 * give thirty-two and thirty illustrations respectively of the nose, mouth, and eye ; the 

remainder—all female heads — are numbered from 1 to 17, and represent the expression of the human 
countenance in its various phases. The faces are in outline, and are models of classic purity. Each plate 
is covered with a correctly fitting duplicate, printed on thin semi-transparent “ India” paper, on which the 
hair only of the corresponding subject is engraved, the two when viewed as a transparency forming a 

complete subject; the hardness of the outline being reduced, the effect is soft and pleasing. The titles are 

as follows:— 

(1) Simple Beauty. 

(2) The Majestic. 

(3) The Sensible or Wise, 

(4) The Steady. 

(5) The Spirited. 

(6) The Haughty. 

(7) The Melancholy. 

(8) The Tender. 

108 755- 







- 





List of Bartolozzi’s IVorks. 

755 

756 

757 

758 

759 
760 

761 

762 

763 

764. 

765. 

766. 

767. 

768. 

769 

770 

771 
772 

773 

774 

775 

776 

777 
778 

779 
780 

781 

782 

783 

784 

785 
786 

787 

(9) The Modest 

(10) The Languid or Delicate. 

(n) The Penetrating. 

(12) The Engaging. 

(13) The Good-natured. 

(14) The Timid. 

(15) The Chearful (sic). 
(16) The Artful. 

(17) The Innocent. 

Raccolta di cento PENSIERI diversi di Ant. Domenico Gabbiani, Pittore Fiorentino. 

Florence, 1762. 

(1) Plate lvi. Virgin and Child, after Gabbiani. 

(2) Plate lxx. S. Verdiana, after Gabbiani. 

(3) Plate lxxiv. Elijah awakened by the Angel, after Gabbiani. 

(4) Plate Ixxxvi. The Supper at Emaus. 

Ruins of the Palace of the Emperor Diocletian, at Spalatro, in Dalmatia, by 

R. Adam, Architect to the King and Oueen. Printed for the Author, 1764. 

(1) Frontispiece, with inscription, “ Imperatoris Diocletiani Palatii Ruinae prope 

salonam.” 

(2) Plate iii. View of the Town of Spalatro from the East. 

(3) Plate iv. View of the Town of Spalatro from the South-west. 

(4) Plate xvii. View of the Porta Ferrea. 

(5) Plate xxii. View of the Inside of the Vestibulum. 

(6) Plate xxvii. Side view of the Temple of Jupiter. 

(7) Plate xxviii. View of the Entry to the Temple of Jupiter. 

(8) Plate xxxviii. Bas Reliefs which form a Frize (sic) in the inside of the Temple 

of Jupiter. 

(9) Plate xxxix. Other Bas Reliefs being part of the same Frize. 

(10) Plate xli. View of the Temple of TEsculapius. 

(11) Plate xlii. Another view of the Temple of zEsculapius. 

(12) Exterior Frize of the Temple of TEsculapius. 

(13) Plate li. Bas Reliefs of an Urn near the Temple of TEsculapius. 

(14) Plate liii. Fragment of a Bas Relief at Spalatro. 

(15) Plate liv. Bas Relief in the House of Count Jeremiah at Spalatro. 

(16) Plate lv. View of a Sphinx which was anciently in the Temple of Jupiter. 

(17) Plate lvi. Another view of the same Sphinx. 

(18) Plate lvii. Bas Relief in the Church of St. Felix at Spalatro. 

(19) Plate lviii. Bas Relief representing a Combat with the Centaurs. 

(20) Plate lix. Bas Relief found incrusted in the spire of the Cathedral Church. 
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788. (21) Plate lx. View of a Sphinx with Hierogliphicks (sic). 

789. (22) Plate lx. Front view of the same Sphinx. 

790. (23) Plate lx. Another view of the same Sphinx. 

Seasons, The. By James Thomson. London: T. Bensley, 1807. Large 4to. 

Five plates. 

791. Headpiece: “Virtuous Love.” 

792. Headpiece : “ The Monarch Swain.” 

793. Full-page : “ Spring.” 

794. Headpiece : “ Summer.” 

795. Full-page: “ Sheep Shearing.” 

796-819. SELEUClDzE, COINS OF THE, Kings of Syria. Illustrated with twenty-four 

plates of the coins from the cabinet of the late Matthew Duane, F.R. & A.S., 

engraved by F. Bartolozzi. 4to. £2 2s. boards. Nichols, Payne, etc. 

Mr. Duane formed a collection of some of the finest coins issued from the mints of the Syrian and Macedonian 
kings. They passed afterwards into the hands of Dr. Hunter, and formed part of his museum, and were 

ultimately destined to occupy a place in the cabinet of the University of Glasgow. Mr. Duane employed 
Bartolozzi to engrave his numismatic treasures, with the intention of publishing the plates, accompanied by 
his own observations on them illustrative of their history and the reigns to which they have reference. He 
never lived to fulfil his intention, and the plates passed into the possession of a third person, who purchased 

them for 120 guineas, and issued them to the public with a somewhat bald account, written by a Mr. Gough, 
of the reigns of the respective princes. 

SHAKESPEARE:—Twenty Prints, illustrating various Scenes in the Plays of Shake¬ 

speare, engraved by Bartolozzi, Tomkins, Cheesman, Meadows, etc., etc. From 

the Designs of the late Henry Bunbury, Esq., in the possession of Her Royal 

Highness the Duchess of York. London: published originally by the late 

T. Macklin, 1793. 

820. (1) The Tempest: Prospero disarming Ferdinand. 

821. (2) Winter’s Tale : Florizel and Autolycus exchange Garments. * 

* Dunbarrow, sculpt. ; F. Bartolozzi, R.A., dir exit. 

SHAKESPEARE :—A Collection of Prints, illustrating the Dramatic Works of William 

Shakespeare, by the Artists of Great Britain, Vol. i. London : published by John 

and Josiah Boydell, Shakespeare Gallery, Pall Mall, and 90, Cheapside, 1803. 

822. (1) Plate xxxii. Twelfth Night, Act v. Scene 1 : The Street. The Duke, Viola, 

Antonio, etc. After W. Hamilton, R.A. 

Shakespeare :—Harding’s Historical Dramas of Wm. Shakespeare. 

823. Jane Shore. 

824. Jane Shore (2). 

825. Mrs. Lenox. 

826. Mrs. Montague. 
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827. 

828. 

829. 

830. 

831- 

832. 

t- 

833 

834 

835 
836 

837 
838 

839 
840 

841 

842 

843 

844 

845 

Shakespeare :—John Bell’s edition of Shakespeare. Twenty volumes, small 8vo. 

London : British Library, Strand, 1788. 

F. Bartolozzi appears in the list of subscribers to this work. 

(1) Vol. ii. Prolegomena. Portrait of E. Malone, Esq., from a painting by Sir 

Joshua Reynolds. 

(2) Vol. iv. Merry Wives of Windsor. 

“ O let me see’t! I’ll in ! ”—Act iii. Scene 3. 

(3) Vol. v. Measure for Measure. 

“ Trust not my holy order, 

If I pervert your course.”—Act iv. Scene 3. 

After P. J. de Loutherbourg. 

(4) Vol. v. Comedy of Errors. 

“ If I dream not, thou art ./Emilia.”—Act v. Scene 1. 

After Hamilton. 

(5) Vol. x. Macbeth. 
“ I’ll go no more. 

Look on’t again I dare not.”—Act i. Scene 2. 

After P. J. de Loutherbourg. 

(6) Vol. xvi. Anthony and Cleopatra. 

“ This proves me base.” 

After Moreau le jeune. 

Shakespeare and Milton :—A Series of Engravings by Heath and Bartolozzi, from 

paintings by Stothard, to illustrate the works of Shakespeare and Milton ; forming 

an elegant library accompaniment to the various editions of these authors. Price 

nine guineas. London: H.-M’Lean, 16, Salisbury Street, Strand, 1818. Folio. 

(1) Faery Elves. 

(2) The Archangel Uriel. 

(3) Uriel gliding through the even on a sunbeam. 

(4) Adam and Eve. 

(5) Adam, Eve, and the Archangel Raphael. 

(6) Sin and Death. 

(7) Eve. 

(8) Satan. 

(9) The Morning Hymn. 

(10) Morning. 

(11) Pandemonium. 

(12) “ His oblique way amongst innumerable stars.” 

(13) The Gate of Heaven. 

ill St. 
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St. NlLUS.—Picturae Dominici Zampierii vulgo Domenichino quae extant in sacello 

Sacrae aedi Cryptoferratensi adjuncto nunc primum Tabulis aeneis incisae. Romae, 

MDCCLXII. 

846. (1) Bma Virgo SS. Nilum, et Bartholomaeum pomo aureo donat: Dom. Zampieri, 

pinx. ; F. Bartolozzi, sc. 

847. (2) S. Nilus, a D. N. I C. Crucifixo ipsi apparente benedicitur, et ab impuris ten- 

tationibus prorsus liberatur : Dom. Zampieri, pinx.; F. Bartolozzi, sc. 

848. (3) S. Gregorius Nazianzenus : Dom. Zampieri, pinx.; F. Bartolozzi, sc. 

849. (4) S. Athanasius: Dom. Zampieri, pinx. ; F. Bartolozzi, sc. 

850. (5) Magnus Basilius : Dom. Zampieri, pinx.; F. Bartolozzi, sc. 

851. (6) S. Johannes Chrysostomus: Dom. Zampieri, pinx.; F. Bartolozzi, sc. 

852. (7) S. Cyrillus : Dom. Zampieri, pinx. ; F. Bartolozzi, sc. 

853. (8) S. Gregorius Nyssenus: Dom. Zampieri, pinx.; F. Bartolozzi, sc. 

854. (9) S. Nicolaus : Dom. Zampieri, pinx. ; F. Bartolozzi, sc. 

855,856. (10, n) Ema Virgo ab Angelo Salutata. Gabriel Archangelus, B. N. V. 

salutans (on one page) : Dom. Zampieri, pinx. ; F. Bartolozzi, sc. 

857-864. (12-19) Eight plates on two pages, i.e. four plates on each page, of Angels (or 

Cupids), not signed or lettered. 

TELEMACHUS.—The Adventures of Telemachus, translated by W. H. Melinoth. 

Published by Alex. Hogg, 1784. 

865. 

F 

866. 
867. 

868. 
869. 

870. 

871. 

872. 

873- 
874. 

875. 

Socrates Composing a Hymn to Apollo at Athens, while under sentence of death, 

after Angelica Kauffman. 

TESTAMENT.—The Old Testament, embellished with Engravings from Pictures and 

Designs by the most eminent English Artists. London : printed for Thomas 

Macklin, by Thomas Bensley, 1800. In 7 volumes. 

Volume vi. has title-page same as above, substituting “New Testament” for “ Old 

Testament.” 

(1) Vol. i. 

(2) 

(3) Vol. ii. 

(4) 

(5) Vol. iii. 

(6) Vol. iv. 

(7) Vol. v. 

(8) 
(9) 

The Departure of Hagar : W. Hamilton. 

Jacob’s first sight of Rachel: W. Hamilton. 

Manoah’s Sacrifice : W. Hamilton. 

Ahijah foretelling the Death of Abijah, the son of Jeroboam : 

Kauffman. 

Esther accusing Haman : W. Hamilton. 

Daniel’s Vision : W. Hamilton. 

Christ appearing to the Marys : A. Kauffman. 

The Annunciation : W. Hamilton. 

The Woman of Samaria : W. Hamilton. 

A. 

The Fool of Quality, scene from the novel of: Cipriani. 
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The New Brighton Guide; or, A Solution of the recent Mysteries of Carlton 

House, by Anthony Pasquin, Esq. Sixth ed. Symons & Co., Paternoster Row, 

1796. 

876. Plate on title : Bathing scene. Anthony Pasquin, del.; F. Bartolozzi, R.A., sc. 

It is utterly impossible, although bearing his name, that Bartolozzi could have engraved this plate. Pasquin 
drew and engraved after a fashion himself, and it is probably his work throughout. If this be a specimen 

of his best, it is no wonder he was compelled to forsake bad engraving for worse literature. Lampooning 
always has its admirers, but bad engraving never. 

Virgil.—The Works of Virgil, translated into English verse by Dryden. A new 

edition, revised and corrected by John Carey, LL.D. (3 vols.), 1803. 

877-879. Frontispiece to first vol., Nymph with Harp ; to second, The Death of Dido; 

and to third, 7E. ix., line 574, after Vieira (Portuensis). 

880. Virgil.—A small circular Allegorical Medallion, engraved for Martin and Bain’s 

illustrations to Virgil, 1795. 

WESTMINSTER Abbey.—An Account of the Musical Performances in Westminster 

Abbey in Commemoration of Handel, by Charles Burney, Mus.D., F.R.S. 

London, 1785. One vol. 4to. 

881. (1) Allegorical Frontispiece, in which is incorporated the Handel Commemoration 

Medal, obverse and reverse. 

882. (2) Frontispiece to Second Performance: Handel Composing Sacred Music, the 

Genius of Harmony crowning him, and a Seraph wafting his name to 

Heaven ; after Cipriani. 

BOOKS :—Plates on Title-page of. 

883. Adams’ Architecture. 

884. Barnard’s Catalogue : B. West. 

885. Bowyer’s complete History of England ; headpiece, with medallion portrait of 

George III. : H. Tresham. 

886. Elegy on the Death of Foote. 

887. Martial’s Epigrams. A Satyr sitting before a bust of Martial, in round frame, with 

slab below: Cipriani. 

888. “Mes soixante ans. Epitre en vers pars M. le Texier;” vignette of Two Boys, one 

with a lyre. 

889. The English Theatre, with figure of Tragedy. 

BOOKS :—Frontispieces to. 

890. Bellamy’s Apology: George Anne Bellamy, late of Covent Garden Theatre, small 

oval portrait. 

891. Collection of favourite Anthems, Services, etc., selected from the works of Drs. Nares, 

Clarke, Stevens, etc.: Cipriani. 
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892. Du Roveray’s Edition of Milton’s “ Paradise Lost,” after Hamilton. 

893. Ernst l’Amice de Fancuilli or Moral Instructor. 

894. Hamilton’s Iconologia. 

895. Hayley’s Art of Painting. 

896. II Mercurio Italico. 

897. Jonah (after West), an oratorio disposed for a voice and harpsichord, composed by 

Samuel Felsted, organist of St. Andrew’s, Jamaica. 

898. Montilieu’s Enchanted Plant. 

899. Poetical Magazine (after Cipriani), “Dedicated to the lovers of the Muse by their 

humble servant, R. Ackermann.” 

900. Richter’s Edition of Milton’s “ Paradise Lost.” 

901. Six Quartettes : G. B. Cipriani. 

902. Six Solos for a Violin and Bass (a frontispiece) : G. B. Cipriani. 

903. Six Sonatas for the Pianoforte (frontispiece) : G. B. Cipriani. 

904. The Children’s Friend : J. H. Ramberg. 

905. The Songs of the Duenna—Cupid and Thalia. 

906. Walker’s Lectures, after Hamilton. Published at 42, Conduit Street, Hanover 

Square. 

907. Wheatstone’s National Melodies. 

The plate was engraved in 1791, but the melodies do not appear to have been published until 1817. 

908. Zimmerman’s Solitude : Burney. 

BOOKS :—Frontispiece Subjects : Titles unknown to Compiler. 

909. A Mother watching by her Child in its cradle : Ramberg. 

910. A Roman General kneeling on a stone at the head of a company of soldiers : 

Cipriani. 

911. A Shipwreck : A. Kauffman. 

912. A Woman led by a Genius—Cupid behind shooting : B. Rebecca. 

913. A Young Female presented to a Warrior : Cipriani. 

914. Howard visiting a Prison. 

915. Maiden, Youth, and a Man in a Wood : Johannes Secundus. 

916. Man holding a Fainting Woman. 

917. Pastoral Subject from the Aineid. 

918. The interior of a Reading Room in a Library : Zucchi. 

919. Time in the act of striking a Female : B. Rebecca. 

920. To Evelina : Mortimer. 

BOOKS :—Illustrations to : Titles unknown to Compiler. 

921. A Female supporting a Wounded Knight by a Fountain, after Cipriani. 

922. A Lady parting from her Son : H. Ramberg. 

923. A Mother watching by her Child in its cradle : Ramberg. 
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924. Battlefield : Soldier being led Captive ; Horseman while passing attempts to stab 

him : Vieira, Portuensis. 

925. Group of Three Figures : Man carrying a book, Man in armour speaking to him, and 

Nude Man with wings emptying coins out of a bag into the river. 

926. Hawksworth Voyage, a dance : Cipriani. 

927. “ II Ruggiero ” : Cipriani. 

928. Isabella and the Duke in the prison. 

929. Pedigree of the English Peers : Cipriani. 

930. “ Rom. ed Ersie ” ; Act. iii., sc. last: after Cipriani. 

931. The King presenting a Cup to the Queen, who refuses to drink : Cipriani. 

“-Sforzata e vinta, Dindi beve.” 

932. Woman Reading ; dead body of knight in armour lying on tomb : Cipriani. 

CHILDREN. 

933. A Child Asleep on a Basket: Barbieri. 

934. A Group of Children Playing : F. Wheatley. 

935. A Naked Child Sleeping : Elizabeth Sirani. 

936. A Sleeping Boy : Barbieri. 

937. A Sleeping Boy : G. B. Cipriani. 

938. Bob Cherry : W. Hamilton. 

939. Boys at Play : Cipriani. 

940. Boys Bathing : Morland. 

941. Boys Dancing : Barbieri. 

942. Boys Gathering Fruit: Hamilton. 

943. Boys Pressing Grapes : Barbieri. 

944. Boys Skating : Morland. 

945. Boys with a Garland of Flowers : Barbieri. 

946. Buffett the Bear. 

947. Child holding Drapery over his head : Marc. A. Franceschini, 

948. Child interfering with a Cock-fight. 

949. Child Reading from Scroll: Ch. Le Brun. 

950. Child Seated close to a Butt, and Drinking : Barbieri. 

951. Child Sleeping. 

952. Child Sitting on a Stone, holding a basin in right hand : Guercino. 

953. Child Stringing Leaves : Lady D. Beauclerc. 

954. Child with a Cat in her arms. 

955. Child with Book : Cipriani. 

956. Child with Dead Bird : Sir J. Reynolds. 
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95 7- Children at Play : F. Wheatley. 

958. Children Feeding Chicken : Singleton. 

959. Children Fighting: Cipriani. 

960. Children Playing with Flowers : Cipriani. 

961. Children Playing and Drawing : Lady D. Beauclerc. 

9 2. Children Playing at Marbles : W. Hamilton. 

9^3- Children’s Fair : F. Wheatley. 

964. Children’s Show : F. Wheatley. 

965. Children Sporting: Hamilton. 

966. Children Writing. 

967. Four Naked Children, one looking into a tub : Guercino. 

968. Five Naked Children ; study : Barbieri. 

969. Girl Playing with Squirrel: Hamilton. 

970. Girl with a Bird : Ramberg. 

971. Group of four Children, one apparently dead : Cipriani. 

972. Hot Cockles : W. Hamilton. 

973- Hunt the Slipper : Hamilton. 

974- Ma petite amie. 

975- School Boy. 

976. Swinging: Hamilton. 

977- The Girl and Kitten : Sir J. Reynolds. 

978. Thread the Needle : W. Hamilton. 

979. Three Children, half-length : G. B. Cipriani. 

980. Tick! (Child with a Watch): J. R. Smith. 

981. Two Children back to back : Barbieri. 

982. Two Children giving a third a ride by means of crossed hands : Lady D. Beauclerc. 

FAN-MOUNTS. 

983- An Emblematical Figure of Victory : Lady Duncannon. 

984. Bacchus and Ariadne : Cipriani. 

985. Cecelia : B. West. 

986. Cephalus and Procris: F. Bartolozzi, inv. 

987 * Fan adorned with three Medallions ; that in the centre represents a love holding a 

lyre and seated on a lion. This print does not bear the 

Published March 1st, 1780, by A. Poggi. 
name of Bartolozzi. 

988.* Fan, Allegorical Design for, in outline. 

989.* Fan, with three Medallions representing love scenes. Published August 14th, 1779 

by F. Bartolozzi. 
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990. * George III. and his Family in one of the rooms of the Royal Academy. 
991. Hercules and Omphale : Cipriani. 
992. Hope Nursing Love : Sir Joshua Reynolds. 
993. Hope Nursing Love : Angelica Kauffman. 

994. Love Sleeping : Ang. Kauffman. 
995. The Family of the Gracchi: B. West. 

996. The Fine Arts : Angelica Kauffman. 
997. The Marriage of Cupid and Psyche : Cipriani. 

998. The Origin of Design : F. Bartolozzi, inv. 

999. The Power of Love : Cipriani. 
IOOO. Venus Blinding Cupid : Sir Joshua Reynolds. 

Those examples marked with an asterisk (*) are, so far as the compiler is aware, the only ones ever completed as 
fans, the remainder of the exquisitely beautiful little subjects being afterwards diverted to other purposes. 
The coppers on which the fan-mounts were engraved were of a large size, so as to admit of the after 
addition of the form of the fan and its—usually conventional—ornamentation ; probably the work of another 
hand. Some of the plates were afterwards cut down, lettered, and issued as prints ; but the first proofs are 
found unlettered, and, for the reason given, with what would otherwise be considered extravagantly large 
blank margins, outside of which the plate marks, in uncut examples, will be found. 

FANCY SUBJECTS. 

1001. A Battle ; an emblematical subject: M. Angelo. 

1002. A Death-bed : Barbieri. 
1003. A Father giving advice to his Son : Pellegrini. 
1004. A Female carrying a Vase of Flowers. 
1005. A Female placing Flowers on a Tomb ; vignette. 
1006. A Female sitting before a drawing-board : G. B. Cipriani. 

1007. A Girl asking for alms. 
1008. A Girl at her Toilette : A. Kauffman. 
1009. A Girl in profile looking to the left. 
1010. A Girl sitting in a contemplative attitude by a table : G. Chinnery. 
1011. A Group of Three Figures—an Old Man, a Young Man, and a Young Woman. 
1012. A Group of Three Men, and a Child laughing, a Dog on the left; beneath them on 

the right is an Angel seated, and resting her elbow on a globe : A. Caracci. 

1013. A King offering Incense before a statue; “ A1 vario scintillar,” etc.: after G. 

Amiconi. 
1014. A Lady apparently taken ill outside a cottage. 
1015. A Lady parting with her Son : H. Ramberg. 
1016. A Lady Reading a Letter, a Child behind combing her hair : Fuseli. 

1017. A Lady with a Veil over her head (oval) : W. Hamilton. 
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1018. A Man seated at a Table, on which is a Squirrel in a cage, two young women 

and a boy standing round : H. Bunbury. 

1019. A Man examining the wound of another, who has been struck by an arrow, after 

Kauffman. 

1020. A Mother bathing her Child. 

1021. A Plough. 

1022. A Quarrel of Players ; one is seen on the right with a hat on : Barbieri. 

1023. A Quarrel of Players; one of these players, sitting on the left, has a hat on : 

Barbieri. 

1024. A Warrior seated in a wood near some water, and holding his hand towards a 

maiden who approaches him : A. Kauffman. 

1025. A Woman with a Letter in her hand. 

1026. A Woman carving her name. 

1027. A Woman and Young Man embracing: Cipriani. 

1028. A Woman in profile turned to the right: A. Kauffman. 

1029. A Woman surprised. 

1030. A Woman with a Bird : Cipriani. 

1031. A Wounded Warrior reclining on a couch, supported in the arms of his wife; a 

female attendant bringing him some refreshment. 

1032. A Young Female holding a paper, which she is reading; her hair is decked with 

feathers: Cipriani. 

1033. Adventure of two Gentlemen : W. Hogarth. 

1034. An Episode of Love (engraved in Lisbon). 

1035. An Interior, with a family group of six figures, a Gentleman on the right seated at 

table, where Two Boys are reading, a Lady and Child opposite, and a Girl 

playing on a guitar : Hamilton. 

1036. An Urn on a pedestal. 

1037. Ancient Ruins. 

1038. Apotheosis of a pious Lady. 

1039. Apotheosis of a beautiful Female : Peters. 

1040. Apotheosis of Louis XVI.: Hamilton. 

1041. Apotheosis of the Emperor Joseph : Zucchi. 

1042. Belinda, after Hamilton. 

1043. Bust of a Female in profile and turned to the left, resting her elbow on a table : 

Cipriani. 

1044. Bust of a Female looking upwards, after Cipriani ; inscr. : “This plate is dedicated 

to William Lock, Esq.” 

1045. Bust of a Bishop, full face and bare head. 

1046. Bust of a Man draped in a mantle : Barbieri. 

1047. Bust of a Man draped in a mantle, and with a cap and straight feathers. 

1048. Bust of a Man, full face, wiping his eyes. 

1049. Bust of a Warrior resting his two hands on a staff. 

1050. Bust of a Woman in profile to the left. 
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1051. Bust of a Woman raising right arm ; she has on a turban. 

1052. Bust of a Young Woman wearing a hat: F. Boucher. 

1053. Bust of an Old Man and two Young Women : Cipriani. 

1054. Child pointing to a tablet covered with drawings of ears : F. Bartolozzi. 

1055-1082. Cipriani’s Rudiments of Drawing. Series of 28 pieces. 

1083. Dante—Old Man crowned with Laurel, and surrounded by four grotesque figures : 

Leonardo da Vinci, 1806. 

1084. Death-bed of the Just: Peters. 

1085. Eight studio heads : Barbieri. 

1086. Elements of Drawings by Francis Vieira : Violet. 

1087. Emblematical Subject, descriptive of a Mission to Africa: F. Vieira. 

1088. Etchings from Sketches by Cipriani. 

1089. Female Bust: Cipriani. 

1090. Female surrounded by Children, one crying : J. B. Cipriani. 

1091. Female seated on stone Reading. 

1092. Five Statues in a row; a Young Man speaking to a King, a Soldier, and two 

others : Stothard. 

1093. Girl holding a Vessel in her right hand and pouring therefrom : J. F. Rigaud. 

1094. Girl holding Wreath of Flowers before Bust of Cupid—Shepherd standing by (an 

oval). 

1095. Girls with Garlands : Kauffman. 

1096. Grecian Daughter. 

1097. Group of Men outside a Building conversing : G. P. Panini. 

1098. Group of Three Faces—Two Women and an Old Man : Cipriani. 

1099. Head of a Bearded Old Man looking towards heaven : A. Caracci, 179& 

1100. Head of a Bearded Old Man turned to the left: Ann. Caracci, 1796. 

1101. Highland Lass seated on the ground tending sheep (designed and engraved by 

Bartolozzi). 

1102. Highland Youth with Flute, reclining on the ground—Dog at his side (designed 

and engraved by Bartolozzi). 

1103. Horace: Ang. Kauffman. 

1104. Interior of an Abbey : a Queen enthroned, with her courtiers around, ordering from 

her presence a lady and her attendants : J. F. Rigaud. 

1105. Interior of a Tent during a repast—a King is raising a young female who kneels 

before him as cupbearer : Rigaud. 

1106. Jenny between her Father and Mother : H. Bunbury. 

1107. La Gara fra L’Amore Eula Musica : K. Tresham. 

1108. Lady Bothwell’s Lamentation : H. Bunbury. 

1109. Lauretta and the Goldfinch : F. Wheatley. 

1110. Little Girl’s Head in a cap : L. da Vinci, 1806. 

1111. Love introducing a Maiden to a Youth, who approaches with a cup in hand : 

Cipriani. 

1112. Love watching his bow and arrows burn. 
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1113. Love Whispering : Cipriani. 

1114. Lunardi, Sage and Biffin in a Balloon : J. F. Rigaud. 

1115. Major Andre’s Love : Miss Benwell. 

1116. Man and Woman coming out of a hut, meeting a monk who is intent on some 

object in his hand. 

1117. Man covered by a cloak and speaking : L. da Vinci, 1796. 

1118. Man, half length, turned to the left and reading. 

1119. Man in act of execution : Guercino. 

1120. Man Writing ; he is seen in profile and turned to the left. 

1121. Market of Love. 

1122. Men rescuing occupants of a boat which has gone over a waterfall, after Cipriani. 

1123. Model of a Carriage : John Bodger, Machinist. 

1124. Naked Men raising a weight by the aid of machinery : Leon, da Vinci, 1796. 

1125. Old Man’s Head, full face: L. da Vinci, 1796. 

1126. Old Man’s Head in profile to the left. 

1127. Original Design for the Monument of Lady Monteith : Cipriani. 

1128. Oval Picture of a Girl with bosom uncovered, looking upwards to the right, after 

Cipriani. 

1129. Painting personified by a Woman holding a palette and showing a picture : Barbieri. 

1130. Pax Artium Nutrix : B. West. 

1131. Rosina : Stothard. 

1132. Runaway Love: Stothard. 

1133. Sallacia—Girl with a Box : A. Kauffman. 

1134. Scotia cherishing the Fine Arts. 

1135. Semi-nude Woman asleep. 

1136. Sibyl contemplating. 

1137. Sketch of Fat Man : Hogarth. 

1138. Shepherd’s Family : Burney. 

1139. Some Men and Soldiers near a ruin, one of them about to drink : G. P. Panini. 

1140. Sophonisba with a Bowl : Guercino. 

1141. St. Brune on one knee, astonished at the glory he sees : Cipriani. 

1142. Strawberry Basket: Ramberg. 

1143. Study of four Figures, among which is seen a Woman in profile, holding a baby: 

Barbieri. 

1144. Study of Two Heads: M. Angelo. 

1145. Study of a Woman reclining, and a Child : Barbieri. 

1146. Study of an Old Man’s Head, in profile : L. da Vinci. 

1147. The accompaniment on the Guitar : Barbieri. 

1148. The Bloomsbury and Inns of Court Volunteer. 

1149. The Correspondent. 

1150. The Dead Ass : Loutherbourg. 

1151. The Drawing Book. 

1152. The Exalted Soul. 
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1153. The Fair Student: Cipriani. 

1154. The first Kiss of Love : Cipriani. 

1155. The Infant Toilet, 

1156. The Lovely Brunette. 

1157. The Libyan Sibyl: Barbieri. 

1158. The Marriage of St. Catherine: Barbieri. 

1159. The Music Lesson, composition of five figures : Barbieri. 

1160. The Moralist. 

1161. The Persian Sibyl, profile turned to the left and holding a book : Barbieri. 

1162. The Song, composition of five figures : Barbieri. 

1163. The Songsters : Cipriani. 

1164. The Snuff Box : Loutherbourg. 

1165. The Three Graces : Hamilton. 

1166. The Woodman : Barker. 

1167. Three Cherubim, a hand holding a vessel and pouring therefrom : F. Bartolozzi. 

1168. Three Cherubim : F. Bartolozzi. 

1169. Three Females in a Churchyard listening to an Old Man. 

1170. Tomb of D. Isabel de Menezes : F. Vieira. 

1171. Turkish Beauty : G. B. Cipriani. 

1172. Turkish Lady at devotion : Kauffman. 

1173. Two Girls and Cupid dancing, one with tambourine. 

1174. Two young Girls, one holding a cage ; study : Barbieri. 

1175. Two Groups ; the first, which is on the left, appears a Sage reading from an open 

volume to Two Females, one holding a lyre ; the second, a group of Four Maidens 

who appear confused. 

1176. Two Ladies inspecting a drawing which is supported by a naked Boy, two other 

Boys await their turn : Cipriani. 

1177. Two Women playing with a Child and offering it Grapes. 

1178. Twelve Months of the Year in Flowers : Casteel. 

1179. Twelve Months of the Year in Fruits : Casteel. 

1180. Veillez, Amans si l’amour dort : A. Kauffman. 

1181. Woman, seen in profile, turned to the right with her hand over her mouth. 

1182. Woman on her Knees, with a Child : Barbieri. 

1183. Woman’s Bust in profile to the left, head surmounted by a cap hiding the eyes. 

1184. Woman, half-length, leaning upon a table and turned to the left. 

1185. Woman, seen half-length, standing before a book placed on a table. 

1186. Woman with Infant in her lap. 

1187. Woman Reading. 

1188. Woman seated, with face resting on left hand. 

1189. Woman in kneeling posture, embracing a Child. 

1190. Woman sitting, basket on knee, Shepherd standing by : Rebecca. 

1191. Woman, two Old Men and a Boy : Barbieri. 

1192. Woman Asleep in a garden chair : J. H. Ramberg. 
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1193. Young Monk’s Head, full face : A. Caracci, 1796. 

1194. Young Man’s Head, full face : A. Caracci, 1796. 

1195. Young Man’s Head, turned to the right: L. da Vinci, 1796. 

1196. Young Man’s Head, turned to the right: Ann. Caracci, 1807. 

1197. Young Woman’s Head : L. da Vinci, 1806. 

1198. Young Woman in pensive attitude: Barbieri. 

HISTORICAL. 

1199. Arrest of Louis XVI., King of France, at Varennes. 

1200. Caractacus, King of the Silures, delivered to Ostorius, a Roman General, by Cortis 

Mandar, Queen of the Brigantes : W. Hamilton, 1788. 

1201. Cleopatra preparing to Drink from the Cup in which she has dissolved the Pearl : 

Barbieri. 

1202. Cleopatra persuading Meleager to Defend his Country: A. Kauffman. 

1203. Commemoration of the Victory of the 1st June. 

1204. Conclusion of the Treaty of Troyes, where Henry V., King of England, receives the 

Princess of France in Marriage : W. Hamilton, 1788. 

1205. Coriolanus appeased : Ang. Kauffman, 1785. 

1206. Cornelia, Mother of the Gracchi : B. West. 

1207. Cossucia, first Wife of Julius Caesar : A. Kauffman. 

1208. Council of Five Hundred attempting to Assassinate Buonaparte. 

1209. David Rizzio Assassinated by order of Lord Darnley : C. Guarana Venetus. 

1210. Death of Captain Cook : J. Webber. Landscape engraved by Will. Byrne. 

1211. Death of David Rizzio : G. Guarana. 

1212. Death of Lady Jane Grey : W. Martin. 

1213. Death of Lord Chatham : John Singleton Copley. 

1214. Death of Lucretia. 

1215. Death of Lindamore : L. T. Rigaud, 1788. 

1216. Death of Philip Sidney: John Mort. Hamilton. 

1217. Death of Prince Edward in the presence of King Edward IV. : Cipriani. 

1218. Death of Queen Eleanor : Martin. 

1219. Departure of the Queen of Scots to France, when a child. 

1220. Departure of the Sons of Tippoo Sahib. 

1221. Dido invoking the Gods. Plate engraved by Delatre, retouched by Bartolozzi. 

1222. Edward IV. and Jane Shore : Cipriani. 

1223. Edward II., called the Martyr, and Elfrida : W. Hamilton, 1786. 

1224. “Hope only remains to them.” Louis XVII. and the Princess Royal throw them¬ 

selves into the arms of Hope : De Rigny, 1796. 
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1225. Elizabeth receiving news of the Death of Queen Mary. 

1226. Empress Matilda, Jane of Flanders, assembling the people: L. T. Rigaud, 1789. 

1227. Flight of Mary Queen of Scots to England. 

1228. George III., Britannia kneeling beneath him : Corbould and Colleiss. 

1229. Henry Lord Darnley, with Lord Ruthven and George Douglas, entering the apart¬ 

ments of Mary Queen of Scots : Guarana, 1790. 

1230. Henry II. and Fair Rosamond : Cipriani. 

1231. Indian Cacique addressing Columbus concerning a future state : West. 

1232. Jealousy of Lord Darnley against David Rizzio : Cipriani. 

1233. Joan of Arc receiving the Consecrated Banner : R. Westal. 

1234. Judgment of Britannia in Commemoration of the Acquittal of Warren Hastings : 

H. Richter. 

1235. King Charles I. taking leave of his Children. 

1236. King John ratifying Magna Charta : Kauffman. 

1237. King John ratifying the Great Charter: J. Mortimer Hamilton. Plate commenced 

by W. Ryland. 

1238. King Psammetichus of Egypt in love with Rhodope : A. Kauffman, 1783. 

1239. Lady Jane Grey refusing the Crown : Cipriani. 

1240. Lady Jane Grey giving her Table Book to the Constable of the Tower before her 

Execution. 

1241. Landing of Columbus in America. 

1242. Mary Queen of Scots, Lord Darnley, and Rizzio : Cipriani. 

1243. Meeting of King Edward and his brother, the Duke of York : J. Henri Ramberg. 

1244. Monument to Woodmason’s Children. 

1245. Oliver Cromwell finding his Chaplain on his Knees to his Daughter: Cipriani, 17^7- 

1246. Paulus Emilius teaching his Children : A. Kauffman. 

1247. Prince Edmund, surnamed Ironside, and Algitha: W. Hamilton, 1786. 

1248. Prince Edward, the son of Henry VI., his Heroism : Cipriani, 1789. 

1249. Profane History. 

1250. Queen Elizabeth and the Earl of Essex : G. Guarana. 

1251. Queen Elizabeth consulting the Earl of Essex and Charles Lord Howard, High 

Admiral : Guarana, 1790. 

1252. Queen Margaret and the Robber. 

1253. Rescue of Alexander III., King of Scotland, from the fury of a Stag : B. West. 

1254. Socrates in his Prison: Ang. Kauffman. 

1255. The beautiful Rhodope in love with zEsop : A. Kauffman, 1783. 

1256. The Birth of Pyrrhus : A. Caracci. 

1257. The Black Prince presenting King John of France to his Father : Rigaud, 1788. 

1258. The Death of Dido: G. B. Cipriani. 

This engraving is a companion to the Death of Lucretia, Sharp. 

1259. The Death of Cleopatra : Cipriani. 

1260. The Dictator Camillus coming to deliver Rome oppressed by Brennus : Sebast. Ricci. 
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1261. 

1262. 

1263. 

1264. 

1265. 

1266. 

1267. 

1268. 

The Dowager Queen of Edward IV. parting with the Duke of York to the two 

Archbishops, by order of Richard III. (1483) • G. B. Cipriani, 1786. 

The Dukes of Northumberland and Suffolk praying Lady Grey to accept the Crown 

(1554): G. B. Cipriani. 

The Empress Matilda refusing the proposals of King Stephen : Rigaud, 1789. 

The Embarking of General Junot on the Waters of Lodre, after the Treaty of 

Cintra. 
The Embarking of the Prince Regent of Portugal, and of all the Royal Family of 

Brazil, 27th November, 1807. 

Tragedy of the Fall of Rosamond. 

Vortigern and Rowena : Rigaud, 1788. 

Zeuxis Composing the Picture of Juno : A. Kauffman. 

LANDSCAPES. 

1269. Ancient Ruins : Nic. Poussin. 

1270. Eneas and Dido in a landscape: Thos. Jones. The landscape engraved by 

W. Woollett. 

1271. Landscape : Claude. 

1272. Landscape : Agos. Caracci. 

1273. Landscape : Franc. Zuccarelli, cabinet picture of George Keate. The landscape 

engraved by W. Byrne Published by Wm. Byrne, London. 

1274. Landscape, in which Venus is waited on by the Graces: Pierre Patel. The land¬ 

scape engraved by Vivares. 

1275. Landscape: Paul Bril and Domen. Zampieri. The landscape engraved by John 

Browne. 

1276. Landscape: Pietro Berettini. 

1277. Landscape, the Rural Italians’ Wedding: Franc. Zuccarelli. The landscape en¬ 

graved by Vivares. 

1278. Landscape, with Diana and Endymion : F. Zuccarelli. 

1279. Landscape, with Daphne : F. Zuccarelli. 

1280. Landscape, with Fishermen in the foreground. 

1281. Landscape, with Hunters and Dogs : Gilpin and Barrett. 

1282. Landscape with Peasant crossing a Brook : Gaspard Dughet, 1807. 

1283. Landscape, with Three Persons on the right, one of whom is carrying a bundle on 

his shoulders: Barbieri. 

1284. Landscape : Ant. Domen. Gabbiani, picture of the Marquis Gerini. 

1285-1296. Landscapes: Marco Ricci. Series of 12 numbered plates. 

1297. Man and Woman on a Horse crossing a Brook : F. Zuccarelli. 
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1298. Peasants crossing a Brook : F. Zuccarelli. 

1299. Ruins of Castle : C. Clerisseau. 

1300. Ruins of Castle, Woman standing, Man in the foreground : C. Clerisseau. 

1301. Ruins of Castle, Three Men to the left examining them : C. Clerisseau. 

1302. The Hurricane: G. Poussin. The figures etched by F. Bartolozzi, R.A., the 

landscape etched by Fittler, A.R.A., the whole finished by Pollard. 

1303. The Rustic Travellers : P. Potter. The landscape engraved by Vivares. 

1304. The Storm : Gio. Batt. Cipriani. 

1305. View of Ruins of Castle : C. Clerisseau. 

1306. Water Landscape : F. Zuccarelli. 

1307. 
1308. 
1309. 
1310. 

1311. 
1312. 

1313- 

1314- 

i3r5- 
1316- 
1317- 
1318. 

i3r9- 
1320. 
1321. 
1322. 

1323- 
1324. 

1325. 

1326. 
1327. 
1328. 
1329. 

1330- 

MANNERS AND CUSTOMS. 

A Family round the Fireside. 

Bathing Women soliciting custom : Anth. Pasquin. 

British Costumes : F. Vieira. 

Charity exerted on Proper Objects; a Masonic subject. Painted by Brother 

Stothard, R.A. ; engraved by Brother Bartolozzi, R.A., engraver to His Majesty. 

Cleona: Angel. Kauffman. 

Coelia : Angel. Kauffman. 

Conjugal Love : Cipriani. 

Conversation of a Young Girl with a Soldier dismounted from his Horse : H. W. 

Bunbury. 

Cottagers at the foot of Mount Vesuvius : C. Gauffier. 

Earl Chatham’s Monument: Bacon. 

Fatima, the Fair Sultana: A. Kauffman. 

Filial Affection : Cipriani. 

Foreign Costumes : F. Vieira. 

Fortune-teller : Emma Crewe, 1790. 

Furze Cutters : Gainsborough. 

Gathering Corn : B. West. 

Girl with Doll: G. B. Cipriani. 

Going to Market: Bunbury. 

Group of Men and Women inside a Temple Dancing. 

Guy’s Monument: Bacon. 

Gypsies: Emma Crewe, 1790. 

Jenny seated at her Wheel. 

Lady and Child : G. B. Salvi, cabinet picture of Viscountess Middleton. Boydell’s 

Collection I., No. 40. 

Lamia : G. B. Cipriani. 
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i33i- Laurette : Phil. Jacq. Loutherbourg. 

1332. Leonora, a Young Girl showing her Cat a Mouse : Ang. Kauffman. 

1333. Liberal Fair : A. Kauffman. 

1334- Lord Clare’s State Carriage : Hamilton. 

1335- Maternal Duty. 

I33& Maternal Happiness: Cipriani. 

1337- Morning Amusement: Ang. Kauffman. 

1338. Morning and Evening : Both. 

1339- Mother and Child : G. B. Cipriani, cabinet picture of Clotworthy Upton. 

1340. Music Lesson : Longhi. 

1341. Parental Affection : W. Hamilton. 

1342. Peasants at a Picnic : by Bartolozzi and Vivares. 

1343- Peasants returning from Market: Gainsborough. 

1344- Procession of the Children before the Grand Lodge of Freemasons. 

1345- Rosalinda: Angel. Kauffman. 

1346. Rural Felicity : Cipriani. 

1347- Rural Sports : Ang. Kauffman. 

1348. Serena : Miss J. H. Benwell. 

1349- Sportsman preparing for the Chase : Gilpin and Barrett. 

1350. The Alderman’s Feast: Dance. 

1351- The Beggar Girl : Benwell. 

1352. The Beneficent Lady : J. T. Barralet. Plate engraved with Morris. 

1353- The Country Girl going a Reaping : F. Wheatley. 

1354. The Dancing Master : Pietro Longhi. 

1355- The Dentist: Pietro Longhi. 

1356. The Departure of the Sailor: Miss J. H. Benwell. 

1357- The Return of the Sailor : Benwell. 

1358. The Distressed Mother : G. B. Cipriani. 

1359- The Fair Alsatian : Ang. Kauffman. 

1360. The Happy Father : G. B. Cipriani. 

1361. The Happy Meeting : Gurney Gilpin. Plate engraved with Morris. 

1362. The Humming Top, 1787. 

1363- The Cup and Ball : W. Hamilton. 

1364. The Little Moralist: R. Cosway. 

1365. The Macaroni Orange Girl Going and Returning from Bagnio. 

1366. The Old Vicar seated with his Family seeing Thornhill come in : W. Hamilton. 

1367. The Prelude to Matrimony: W. Harding. 

1368. The Salad Picker : El. Jeaurat. 

1369. The Shrimp Girl. 

1370. The Sick Girl and the Doctor : Pietro Longhi. 

i37i- The Soldier’s Farewell : Benwell. 

1372. The Soldier’s Return : Benwell. 

137 3- The Tarentella Dance : W. Lock. 
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1374. The Young Maid and Old Sailor: Walton. 
1375. Watch lovers if Love sleeps : A. Kauffman. 
1376. Watercress Girl. 
1377. Young Girl with a Cage and a Bird : A. Kauffman. 
1378. Zoraida, the Beautiful Moor : Ang. Kauffman. 

MEDALLIONS, ETC. 

1379. A Sacrifice to one of the Gods : on left a Wreck, and above, amongst a number of 
figures, is a small Medallion with Portrait of Joseph A. A. Elisah. Bourb. Philip 
Hisp. Inf. Filia: J. Zucchi. 

1380. Coin : Portrait of Horatius Arrighius on obverse, and a Female representing Labour 
on reverse. 

1381. Medallion : A Youth seated on a Couch by the side of a young Female. 
“ Blest as the immortal gods is he.” 

1382. Medallion : Anacreon, Ode LXI. The Maid of Corinth. 
1383. Medallion : Sappho II. A Youth seated by a young Female playing on a Harp. 

“ Me from the Muse thou would’st detain.” 
1384. Medusa. 
1385. Tryphon. 

MYTHOLOGY: PAGAN. 

1386. A Bacchante : Bartolozzi. 
1387. A Bacchante : Greuze. 
1388. A Female seated holding a lyre with her left hand, two Angels on her right : 

Cipriani. 
1389. A Female sitting, looking at a picture which a Cupid is showing her, another Cupid 

with a torch behind her : Cipriani. 
1390. A Flying Cupid. 
1391. A Naiad (Woman stepping into a bath): Cipriani. 
1392. A Naked Venus and two Nymphs asleep, attended by Cupids : Cipriani. 
1393. A Naked Venus asleep : Ann. Caracci. 
1394. A Nude Female sleeping, surrounded by children at play : G. B. Cipriani. 
1395. A Sacrifice to Cupid : G. B. Cipriani, 17^3- 
1396. A Sacrifice : Gio. Franc. Barbieri, design. 
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1397. A Student conducted to Minerva : Zucchi. 

1398. A Vestal: G. B. Cipriani. 
1399. A Youth holding the hand of a Maiden sitting by his side and appearing to intro¬ 

duce Hymen to her. 
1400. A Youth standing in the water holding a helmet and speaking to a man, who 

stands on the edge of a rock : Cipriani. 

1401. Abduction of a Nereid : Gio. Batt. Cipriani. 

1402. Antiope : Angelica Kauffman, 1781. 

1403. Apollo and Love : G. B. Cipriani; oval. 

1404. Apollo and the Muses. 

A large and important print, engraved by the brothers Facius; the plate was afterwards sold to Messrs. 

Colnaghi, and some of the figures were altered or re-engraved by Bartolozzi. 

1405. Apollo holding a Lyre : G. B. Cipriani. 

1406. Apollo instructing Love : Burney. 

1407. Apollo playing to the Muses. 

1408. Apollo Sitting, a Woman tying his laurel on Mercury’s leg : Cipriani. 

1409. Apollo with the Lyre. 

1410. Apollo, with a Cupid supporting a lyre. 

1411. Ariadne: Gio. Batt. Cipriani. 

1412. Ariadne forsaken by Theseus : Cipriani. 
1413. Atalanta and Hippomanes : Bened. Luti, design. London, published March 10th, 

1791, by Joseph Read. 

1414. Aurora rising : Filippo Lauri. 

1415. Bacchante: Cipriani, 1789, 
1416. Bacchanalian Children ; one of them is mounted on a goat: Marcantomo Frances- 

chini, 1765. 
1417. Bacchanalian Children ; one of them is mounted on a butt: Marcantomo Frances- 

chini, 1765. 

1418. Bacchanalian Group : Carlo Cignani. 

1419. Bacchantes : Kauffman. 

1420. Bacchus and Ariadne : Bened. Luti. 

1421. Bacchus and ten Female Figures : Cipriani. 

1422. Bacchus teaching the Nymphs Verses : Kauffman. 

1423. Bas Relief, drawn at Ephesus, by W. Pars. 

1424. Bas Relief, drawn at Ephesus, by W. Pars. 

1425. Berenice : Hamilton. 

1426. Berenice and Lycidas introduced to Minerva : Hamilton. 

1427. Boreas and Orithyia : Cipriani. 

1428. Camilla Unarming before Retiring to Rest. 

1429. Cephalus and Aurora : Pietro Berettini. 

1430. Cephalus and Procris: Cipriani, 1785; R. S. Marcuard (sculp.), F. Bartolozzi 

(direxit). 
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1431. Cherubim: F. Vieira. 

1432. Chryseis given back to her Father: G. B. Cipriani. 

1433. Clytia; Ann. Caracci, cabinet picture of John Strange. 

1434. Cupid and Hymen. 

1435. Cupid and Pallas : Cipriani. 

1436. Cupid and Peace. 

1437. Cupid and Psyche. 

1438. Cupid and Psyche; Cupid has his arm round Psyche, and is holding the torch of 

Hymen : Cipriani. 

1439. Cupid and Psyche with a Dart: Barbieri. 

1440. Cupid bending his Bow: Marc. Ant. Franceschini. 

1441. Cupid binding Aglaia in chains : Kauffman. 

1442. Cupid binding an Amulet on the arm of Beauty : Lavinia Countess Spencer. 

1443. Cupid cutting a Bow : A. Allegri. 

1444. Cupid discharging an Arrow at a flower. 

1445. Cupid drawing the attention of a female who is sitting on a stone : G. B. Cipriani. 

1446. Cupid making his Bow: A. Allegri da Correggio, 1785. 

1447. Cupid’s Manufactory : F. Albani. 

1448. Cupid’s Pastime. 

1449. Cupid refusing Love to Desire. 

1450. Cupid Sleeping. 
1451. Cupid Sleeping on the lap of a Woman, another Cupid standing by with a bow: 

Kauffman. 

1452. Cupid stung by a bee. 

“ If a bee can wound so deep, . . . 

1453. Cupid unveiling the face of a female asleep on a couch : Cipriani. 

1454 Cupid with a Looking-glass. 

1455. Cupids at Play. 

1456. Cupids at Play: G. B. Cipriani, 1773- 

1457. Cupids designing and Angels playing on Instruments. 

1458. Dancing and Bacchanalian Nymphs : A. Kauffman. 

1459. Daphne changed into a Laurel : Cipriani. 

1460. Death of Sappho : Cipriani. 

1461. Diana: Kauffman. 

1462. Diana and Endymion. 

1463. Diana Hunting the Stag : Gabbiani. 

1464. Diana preparing for Hunting : G. B. Cipriani. 

1465. Diana preparing for Hunting : Ang. Kauffman. 

1466. Euphrosyne : G. Amiconi. 

1467. Eurydice : Ang. Kauffman, 1790. 

1468. Faun : G. B. Cipriani. 
1469. Female while walking in the wood, comes upon Cupid playing a Harp: Ang. Kauffman. 

1470. Flora: Colibert. 
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1471. Flora accompanied by a Love : Barbieri. 

1472. Flora and a Muse : Gio. Bat. Cipriani. 

1473. Flora and Cupid in a Chariot: G. B. Cipriani. 

1474. Flora and four Children : Barbieri. 

1475. Flora carrying off Cupid to her Chariot. 

1476. Florida and Clorinda : Cipriani. 

1477. Four Children round a Vase ; one of them is lying down : Gio. Franc. Barbieri, desig. 

1478. Goddess with Caduceus. 

1479. Group of Cupids : Cipriani. 

1480. Hebe : G. B. Cipriani. 

1481. Hebe: G. B. Cipriani, R.A., 1791. 

1482. Hebe : Angelica Kauffman. 

1483. Hector and Andromache. 

1484. Hercules and Omphale : Cipriani. 

1485. Hercules and Venus wearing a lion’s scalp on her head : G. B. Cipriani. 

1486. Hercules assisting Dejanira to take her seat on the back of Chiron. 

1487. Hercules conducting Virtue to the Temple of Fame. 

1488. Hercules entrusting Dejanira to the care of Nessus : G. B. Cipriani. 

1489. Hercules in bivio. 

1490. Hercules presented in Heaven to Jupiter and Juno by Minerva and Mercury: G. 

B. Cipriani. 

1491. Hercules reclining on his Club. 

1492. Hermaphrodite : G. B. Cipriani. 

1493. Hermione : Kauffman. 

1494. Hymen seated on a Cloud playing with a Cupid, three other Cupids flying towards 

him, after Colibert. 

1495. Hymen surrounded by Cupids. 

1496. In centre, Woman in Attitude of Supplication before old man; on right, man sit¬ 

ting with a harp ; on left, two men listening. 

1497. Infant Bacchus mounted on Cask, out of which wine is flowing : Barbieri. 

Finished by R. H. Cromek, pupil of Bartolozzi. 

1498. Interior of a Temple, and a Sacrifice by young females : Lady D. Beauclerc. 

1499. Io. 

1500. Judgment of Paris : E. F. Burney. 

1501. Judgment of Paris : Kauffman. 

1502. Jupiter and Europa : Guido Reni, cabinet picture of Robert Udny. 

1503. Jupiter and Io : Ant. Allegri. 

1504. Jupiter and Io : Correggio. 

1505. Jupiter and Juno : Cipriani. 

1506. Jupiter and Juno on Mount Ida: G. B. Cipriani. 

1507. Jupiter and Leda: Francesco Vieira, 1814. The landscape is engraved by B. Comte. 

1508. L’amour (Cupidon) achete trop cher. 
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1509. L’amour a vendre. 

1510. Love Inspiring the Poesy of Sappho. 

1511. Loves Bathing: Gio. Batt. Cipriani. 

1512. Maiden presented to Jupiter and Juno. 

1513. Man Tying a Girdle round the Waist of a Young Woman : G. B. Cipriani. 

1514. Marchande de Cupidons. 

1515. Mars: Bacon. 

1516. Mars preparing for War. 

1517. Medea looking at her Children, whom she has murdered : G. B. Cipriani. 

1518. Men Shooting Arrows at a Statue. 

1519. Mercury Inventing the Seven-stringed Lyre. 

1520. Mercury instructing Cupid : Bened. Luti. 

1521. Minerva: E. Edwards. 

1522. Minerva and Mercury instructing a Youth : G. B. Cipriani. 

1523. Minerva giving her hand to another Goddess to raise her from the ground, Mercury 

above them ; on the top is written, “ II Mercurio Italico ”: Burney. 

1524. Minerva presenting the Nine Muses to Apollo : G. B. Cipriani. 

1525. Minerva visiting the Muses : G. B. Cipriani. 

1526. Narcissus and Atalanta : Luti. 

1527. Narcissus looking at his image in the water : F. Vieira. 

1528. Narcissus: Bened. Luti, desig. London, published March 10, 1791, by Jos. Read. 

1529. Narcissus : Francesco Vieira, 1814. The landscape is engraved by B. Comte. 

1530. Neptune and Amphitrite : Gio. Batt. Cipriani, 1777. 

1531. Niobe : Gio. Batt. Cipriani. 

1532. Nisus and Euryalus : F. Vieira. 

1533. Nude Female figure with an Urn : Cipriani. 

1534. Nymphs after Bathing : Kauffman. 

1535. Nymphs after Bathing : Cipriani. 

1536. Nymphs Bathing: Gio. Batt. Cipriani. 

1537. Old Sacrifice : Bened. Castiglione. 

1538. One of the Cyclops seated on a rock playing upon a flageolet: Cipriani. 

1539. Pan piping near a bust: Cipriani. 

1540. Pan instructing an Infant to pipe. 
1541. Paris and QEnone engraving their monogram on the bark of a beech, Angelica 

Kauffman. 
1542. Partly nude Man with Guitar, standing before a Satyr and group : G. Cipriani. 

1543. Penelope weeping upon the Bow of Ulysses : Angel. Kauffman. 

1544. Pegasus: Cipriani. 

1545. Penelope: Kauffman. 
1546. Perseus cautiously relating to Andromeda the transforming power of Medusas 

head : Cipriani, 1789. 
1547. Perseus having rescued Andromeda from imminent danger, becomes enamoured 

with her beauty : Cipriani, 1789. 
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1548. Perseus with the Gorgon’s Head, Andromeda looking over his shoulder. 

1549. Prometheus: Luca Cangiasi. Oval. 

1550. Psyche going to Dress : G. B. Cipriani. 

1551. Psyche leaving the Bath : Cipriani. 

1552. Rape of Dejanira. 

1553. Sacrifice to Diana : Pietro Berettini, design., 1776. 

1554. Sacrifice to Jupiter: Gio. Batt. Cipriani. 

15 55. Sappho embracing Love : G. B. Cipriani. 

1556. Sappho listening to Love: Cipriani. 

1557. Sappho throwing herself from a rock: Cipriani. 

1558. Semi-nude Female and Cupid. 

1559. Small friezes with Venus : Cipriani. 

1560. Telemachus and Mentor in Calypso’s Island: Angel. Kauffman, 1786. 

1561. Terminus being decorated with Flowers : G. B. Cipriani. 

1562. The Abduction of Dejanira: Laurent Pecheux. Engraved at Venice. 

1563. The Comic Muse: G. B. Cipriani. 

1564. The Dance of the Hours : Maria Cosway. 

1565. The Death of the Stag : Gabbiani. 

1566. The Fair Ariadne. 

1567. The Graces crowning a seated Female; a vignette after Cipriani. 

1568. The Graces presenting the Cestus to Diana: Stothard. 

1569. The Judgment of Midas : Cipriani. 

1570. The Judgment of Paris : Gio. Batt. Cipriani. 

1571. The Muse Clio: Cipriani. 

1572. The Muse Erato : Cipriani. 

1573. The Parting of Achilles and Briseis ; after E. F. Burney. 

1574. The Parting of Achilles and Briseis : G. B. Cipriani. 

1575. The Rape of a Nymph : Cipriani. 

1576. The Tragic Muse : Cipriani. 

1577. The Triumph of Venus : Gio. Batt. Cipriani. 

1578. Three Cupids, one with wreath of flowers : Lady D. Beauclerc. 

1579. Three Cupids, one has hold of the hair of another, the third attempting to rescue 

him : Lady D. Beauclerc. 

1580. Three Nude Females in front of drapery, behind which are three Satyrs: 

Hamilton. 

1581. Two Cupids drawing the Bust of a Female ; a vignette. 

1582. Two Cupids Flying. 

15^3- Two Cupids, one with a Torch and open Book, the other with a Wreath and a 

Torch : Ramberg. 

1584. Two Warriors looking at a Man Kneeling before a Female, who stands supported 

by two attendants : etching. 

1585. Venus: Bacon. 

1586. Venus and Adonis : Cosway. 
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1587. Venus and Adonis: Gio. Franc. Barbieri, design. 

In the Collection of the Duke of Argyle. 

1588. Venus and Cupid : Pernotin. 

1589. Venus and Cupid : Kauffman. 

1590. Venus and Cupid : Sir J. Reynolds. 

1591. Venus and Juno : Cipriani. 

1592. Venus and two Cupids : Cipriani. 

1593- Venus attired by Cupid : Cipriani. 

1594. Venus attired by the Graces : G. B. Cipriani. 

1595. Venus attired by the Graces: Angelica Kauffman, 1784. 

1596. Venus Bathing : Cipriani. 

1597. Venus chiding Cupid : Sir Joshua Reynolds. 

1598. Venus, Cupid, and Satyr: A. Caracci. 

1599. Venus, Cupid, and Satyr: Rich. Earlom, after Luca Giordano. 

In the Collection of the Duke of Devonshire. 

1600. Venus finding Adonis Asleep : Hamilton Mortimer. 

1601. Venus hearing Cupid play on the Lyre : Cipriani. 

1602. Venus instructing Cupid— 

“ Melt to Love the yielding fair, 

Teach her not to give despair.” 

1603. Venus presenting the Cestus to Juno : G. B. Cipriani. 

1604. Venus recommending Hymen to Cupid : F. Bartolozzi. 

1605. Venus showing TEneas the way to Carthage : A. Kauffman. 

1606. Venus sitting on a Shell, seven Cupids round her : Cipriani. 

1607. Venus stealing Cupid’s Darts : Sir J. Reynolds. 

1608. Venus surrounded by Cupids : Cipriani. 

1609. Venus with Cupids in the clouds : F. Vieira. 

1610. Vertumnus and Pomona : Coypel. 

1611. Vertumnus and Pomona : Gio. B. Cipriani. 

1612. Vulcan and Venus : Gio. Bat. Cipriani, 1777* 

1613. Women offering to Priapus. 

1614. Women, one with a Lyre : A. Kauffman. 

1615. Zephyrus : Colibert, 1788. 

1616. Zephyr Flora : Coypel. 
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PORTRAITS (Female). 

1617. Abington, Mrs. (“Thalia”) Actress: Richd. Cosway. 

1618. A Female with Child at her feet pointing to a shield bearing Portrait of a lady. 

1619. Amelia, Princess : W. Lawrence. 

1620. Angelica : A. Kauffman. 
1621. An Infant in its Mother’s Arms, the Father looking on. 

1622. Apsley, Lady Georgina L. : Thos. Lawrence, 1793- 

1623. Ashburton, Lady : Sir J. Reynolds. 

1624. Austria, Maria, Duchess of: Roslin. 

1625. Baker, Mrs. 

1626. Baldwin, Mrs. : Rich. Cosway, 1782. 

1627. Beauclerc, Lady Cath. P. : Francis Cotes, 1778. 

1628. Beauclerc, Lady Diana, and her Sister : Lady D. Beauclerc. 

1629. Beauclerc, Lady, and Children. 

1630. Billington, Eliz., Actress. 
1631. Bingham, Ann, daughter of Lord Lucan : Sir Joshua Reynolds, 1786. 

1632. Borghi, Marianna, Singer. 

1633. Brunton, Miss. 

1634. Cathcart, Lady Jane H. 

1635. Caroline, the late Queen, with her Child : Cosway. 

1636. Catalini, Madame. 

1637. Catherine II., of Russia. 

1638. Chambers, Miss : Meyer. 

1639. Clive, Miss. 
1640. Charlotte, the late Princess, the Royal Infant: R. Cosway. 

1641. Child with Arms round Neck of Dog : Cosway. 

1642. Christine von Sachsen-Teschen : Roslin. 

1643. Cipriani’s Daughter. 

The copperplate was sold, for Js., at Baker’s sale at Sotheby s in June, 1825. 

1644. Cosway, Mrs., and Son : Cosway. 
1645. Cosway, Maria : Richd. Cosway. Published January 29th, 1785* by Gaetano Baito 

lozzi. 

1646. Countess of Bute, Charlotte: Geo. Romney. 

1647. Countess Cowper, Rt. Hon. Anne : W. Hamilton. 

1648. Countess of Lanesborough, Eliz. Latouche : Nath. Hone, 179r* 

1649. Countess of Harrington, Jane Fleming. 

1650. Countess Spencer, Georgina Pointz : T. Gainsborough. 

1651. Crouch, Ann, Actress : Romney. 

1652. Derby, Lady. 
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1653. Duchess of Devonshire, Georgiana : Jas. Nixon, 1783. 

1654. Duchess of Devonshire, Georgiana Spencer : Lady Diana Beauclerc. 

1655. Duchess of Kingston (“ Iphigenia ”), 1749. 

1656. Duchesse de Nevernois, Maria Therese de Brancas. 

1657. Duchess of Northumberland : Gio. B. Cipriani. 

1658. Duchess of Rutland, Mary Isabella Somerset. 

1659. Dunning, Lady, profile : J. Downman. 

1660. Estcourt, Mrs. 

1661. Eyre, Miss, half-length, with a Dog : Rich. Cosway. 

1662. Farren, Elizabeth, Actress : Thos. Lawrence. 

1663. Foster, Lady Elizabeth : Sir Joshua Reynolds. 

1664. Gautherot, Louisa, Violinist: P. Violet. 

1665. Gibson, Mrs. Cecelia: C. Engleheart. 

1666. Gwatkin, Theophila : Sir Joshua Reynolds, 1789. 

1667. Hammond, Louisa, Writing a Letter : A. Kauffman, 1781. 

1668. Harcourt, Countess of, E. Vernon : A. Kauffman. 

1669. Hardinge, Mrs. : Rich. Cosway. 

1670. Henderson, Mrs. 

1671. Her Majesty: B. Livesey. 

1672. Jackson, Mrs: Cosway. 

1673. Kauffman, Angelica : Sir Joshua Reynolds, 1780. 

1674. La Regina d’Inghilterra un gloria di Angeli : Sir A. G. Beeching. 

1675. Lady Mountstuart, Charlotte Jane Windsor : George Romney. 

1676. Lais: Cipriani. 

1676. Lord Clive’s Daughters. 

1678. Loutherbourg, Mrs. 

1679. Lucy of Leinster : Bunbury. 

1680. Marlborough, The Family of the Duke of: S. Shelly. 

1681. Mary Antoinette : P. Violet. 

1682. Mary Antoinette : T. Barber. 

1683. Mary, Princess, with her Two Sisters, Sophia and Amelia: John S. Copley, 1792. 

1684. Mary Queen of Scots, with her Son, James I: S. Roma after Fed. Zuccaro. 

1685. Marguerite of Navarre : Rigaud. 

1686. Merry, Elizabeth : Richard Cosway. 

1687. Morelli, Madelena, Poet, known under the name of Corilla : Anna Piatoli. 

1688. Mulines, Marie: MissJ. H. Benwell. 

1689. O’Neill, Miss : Cosway. 

1690. Ponsonby, Miss: Richard Cosway. 

1691. Portrait, full-length, of a female extending left hand to a half-clothed man sitting 

on the ground, and pointing with the right to an edifice. 

1692. Portrait of a Female Child sitting under a tree. 

1693. Portrait of a Lady in a Grecian Dress : R. Cosway. 

1694. Portrait of a Lady on a Couch with little Boy at her side : Sasso Ferrato. 
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1695. Portrait of a Lady, standing, turned towards the left, and holding a Muff: Thomas 

Lawrence. Published January 1st, 1792, by Bull & Jefifryes. 

1696. Portrait of a Lady, seated, with profile to the left, engaged in Drawing. 

1697. Pott, Emily : Sir Joshua Reynolds. Plate bearing the title of “ Thais,” 1792. 

1698. Price, Madeleine : Peter Lely. 

1699. Princess of Wales and Princess Charlotte. 

1700. Queen Charlotte, Consort of George III. : Sir W. Beechy. 

1701. Robarts, Lady. 

1702. Rosalba, La Signora, after herself. Oval, 1778. 

1703. Rudd, Mrs. Margt. Caroline. 

1704. Rudd, Margt. Caroline, appearing at the bar. 

1705. Rushout, Lady, and Daughter : Angelica Kauffman. 

1706. Sefton, Lady: Cosway. 

1707. Siddons, Sarah : Nath. Hone. 

1708. Smith, Lady, and Three Children : Sir J. Reynolds. 

1709. Sneyd, Miss : Miss Benwell. 

1710. Sophia Matilda of Gloucester. 

1711. Sparke, Hannah : Hull. 

1712. Spencer, Countess : Sir J. Reynolds. 

1713. Spencer, Countess: J. R. Smith. 

1714. Sweden, Mary Christina, Queen of. 

1715. Swinburne, Mrs. : Cosway. 

1716. Tickell, Mrs.: Cosway. 

1717. Udny, Mrs. 

1718. Van Dyck’s Wife, daughter of Carl Gowry, as “ Madonna and Child ” : Van Dyck. 

1719. Vestris standing on one leg: G. Dance. 

1720. Vinta Sforzata : Cipriani. 

1721. Viscountess Bulkeley, Eliz. H. W.: R. Cosway, 1785. 

1722. Viscountess Duncannon : Lady Countess Spencer. 

1723. Wallis, Miss, 1795. 

PORTRAITS (Male). 

1724. Abercrombie, Sir Ralph. 

1725. Acton, General. 

1726. Addison, J., Esq.: G. Kneller. 

1727. A Foreign Nobleman, half-length, standing, wearing a very broad band across his 

shoulder, and wig with flowing curls. 

D’Ageno : Thos. Gainsborough. At the head of his Italian Poems. 
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List of Bartolozzi’s IVorks. 

1729. Alexander I., Emperor of Russia. 

1730. Allegranti, Signora : Rich. Cosway, 1783. 

1731. Arnold, Dr. F. 

1732. Ash, John: Sir Joshua Reynolds. London, published June 15th, 1790, by T. 

Macklin. 

1733. Ashburton, Lord : Sir Joshua Reynolds, 1790. 

1734. Bach, J. C.: Aug. Carlini. 

1735. Barbieri, Guercino, the daughters of, in the dress of the country, Bologna: Franc. 

Barbieri. 

1736. Barbieri, Gio. Francesco, according to himself, 1764. 

1737. Barrington, Hon. Samuel, Lieut.-Gen. of the Marines. 

1738. Bartolozzi, Francesco. 

Engraved by himself at Lisbon, but left unfinished. 

1739. Beckford, William. 

1740. Bembo, Cardinal: Tizianos. 

1741. Beresford, G. C., Count of Francozo. 

1742. Berettini, Pietro : Medallion supported by Time, who is striking down Envy, che 

l’nom trae dal sepolero e a morte il fura: Carlo Maratti. 

1743. Blair, Dr. Hugh : Raeburn. 

1744. Blucher, General. 

1745. Buonarotti, Mich. Ang. 

1746. Burbage, Master Henry—Infant Lounger : S. Harding. 

1747. Burghersh, Lord : Sir Joshua Reynolds. 

1748. Burney, Chas. : Sir Joshua Reynolds, 1781. 

1749. Bute, the Earl of: G. Romney. 

1750. Cagliostro, The Count. 

1751. Calasantini, Father St. Joseph. 

1752. Capell, Edward : Louis F. Roubiliac. 

1753. Carlini, A.: Cipriani. 

1754. Casparo de Nigris Veneto Episcopo Parentino. 

1755. Casti, J. B. 

1756. Chatham, Lord. 

1757. Chicely, Henry, Archbishop of Canterbury. 

Private plate engraved at the expense of Dr. Beaver, of All Souls’ College, Oxford. 

1758. Cignani, Carlo: Medallion suspended upon a large curtain ; beneath, Time with 

two loves : Carlo Maratti. 

1759. Cipriani, Gio. Bat.: Anonymous. 
1760. Cipriani, John Baptist, R.A.: drawn and engraved by F. Bartolozzi, 1783. 

1761. Cipriani, Lorenzo : P. Violet. 

1762. Clarence, Duke of. 
1763. Clarence, Wm. Hen., Duke of: Benj. West, engraved with Peter Sandby. 

1764. Clinton, Henry, Commander-in-Chief in North America : J. Smart. 
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1765. Clinton, Gen. Sir Henry: J. Smart, 1780. 

1766. Cobbett: J. R. Smith. 

1767. Conde, Louis de Bourbon, Prince de. 

1768. Cook, James. 

1769. Cowper, the Poet: Carlini. 

1770. Cox, Lieut.-Col: G. Hounson. 

1771. Cromwell, Oliver: R. Walker. From a picture in the collection of Hans Winthrop 

Mortimer, Esq. 

“This is evidently intended as a companion portrait to a print lately published of the head of Bonaparte.”— 
Monthly Magazine, vol. xv. 

1772. Cusantine, Sig.: P. Violet. 

1773. De Pina. 

1774. Dimond, W., and Miss Wallis. 

1775. Douglas, John, D.D., Lord Bishop of Salisbury. 

1776. Downs, Rev. Mr. : Cipriani. 

1777. Duke of Marlborough, Geo. Spencer: Samuel Shelly. 

1778. Dunning, John: Sir J. Reynolds. 

1779. Earl Camden, Charles : Thomas Gainsborough. London, published by Gaetano 

Bartolozzi, November 1, 1795. 

1780. Earl of Chesterfield, Philip D. S. 

1781. Earl of Essex, Robert Devereux : John Oliver. 

1782. Earl of Mansfield : Sir Joshua Reynolds, 1786. 

1783. Egerton, John, Bishop of Durham : Gauffet. 

1784. Euler, Leonhard : F. Darbes. 

1785. Evelyn. 

1786. Ferdinando IV. Re Delle Sicilie : W. Hamilton. 

1787. Fisher, Bishop : Hans Holbein. 

1788. Foote, Samuel: Medallion with Female weeping over it, and Mercury giving over 

his soul to Charon. 

1789. Fothergill, Dr. John : Livesey. 

1790. Fothergill, John : Richard Cosway. At the head of his Memoirs, by Lettsom. 

1791. Frederick II., King of Prussia : J. Henri Ramberg. 

1792. Gainsborough.* 

* Several interesting portraits in oils of Thomas Gainsborough, R. A., were exhibited at the National Portrait Gallery, 
South Kensington, in 1867, one of which, presented to the Royal Academy by Gainsborough’s daughter Margaret, was 
engraved by Bartolozzi. There was another, lent by Mr. W. Sharpe (they were both painted by Gainsborough himself), 
referred to, together with the preceding, in the following interesting undated autograph letter in the collection of Mr. 
Algernon Graves :— 

“ Miss Gainsborough presents her compliments to Mr. Bartolozzi, and has taken the liberty of sending another picture 
of her father—just for him to look at—for she is sure that so great an artist as Mr. B. will see what she means respecting 
the nose, etc., as she thinks this picture more like her father than the other ; but as it was his particular desire to have a 
print from the picture Mr. Bartolozzi has, it was sent to him in preference to the one now sent. She hopes she has not 
taken too great a liberty.—Tuesday morning.” 
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List of Bartolozzi’s Works. 

1793. George, Prince of Wales : P. Violet, 1791. 
1794. George III., King, on Horseback : A. Carlini. 
1795* George III., King; Allegory—Redeunt Saturnia Regna: Hamilton. This piece 

was engraved from a transparency placed before the house of Sir Joseph Banks 
on the recovery of George III., 10 March, 1789. Published June 4, 1790, by C. 
Ansell and Molteno, Colnaghi & Co. 

1796. George IV. in the Uniform of the Kentish Bowmen : Russell. 
1797. Giardini, Felici, Musician ; portrait supported by Euterpe accompanied by two 

winged Genii : Gio. Bat. Cipriani. At the head of his Sonatas, 1765. 
1798. Goldsmid, Abraham, Esq. 
1799. Gozzi, Gasparo. Frontispiece of “ Rime piacevole del Signor Comte Gasparo Gozzi 

Veneziano.” Venezia, 1758, octavo. 
1800. Graves, Thomas, Lord : Thomas James Northcote. 
1801. Grose, Capt. Francis: N. Dance. 
1802. Gunning, Miss : J. Saunders. 
1803. Gwatkin, Miss, as “ Simplicity.” 
1804. Handel, Geo. F., Musician. 
1805. Harris, James, 1776. 
1806. Haydn, Joseph, Musician: A. M. Ott. 
1807. Head in an oval medallion, supported by Fame. 
1808. Henderson, John, Actor: C. G. Stuard. 
1809. Henry VI., King of England. 
1810. Hieronymus: H. Costantine. 
1811. Homer, bust, full face. 
1812. H. R. H. Prince William Henry serving as Midshipman on board H. M. S. Prince 

George: Benj. West. 
1813. Irvin, Eyles, Traveller: Geo. Romney. 
1814. Janus: Barbieri. 
1815. John, D., Prince of Brazil and Regent of Portugal. 
1816. John VI., Regent of Portugal. 
1817. John VI., King of Portugal; on the side of which is seen the Bust of the Queen, Da. 

Carlota Joaquina. The plate was not completed. 
1818. Johnson, Samuel, 1785. At the commencement of his Dictionary. 
1819. Joseph Andrews : Thos. Hearne, 1781. 
1820. Joseph and Elizabeth of Spain, Females in the clouds holding seal bearing the 

portraits of: Joseph Zochi Florentinus. 
1821. Juchen, Martin Van: A. Schouman. 
1822. Kemble, John, Actor, in the character of “ Richard III.” : William Hamilton. 
1823. Kepple, Admiral. 
1824. Kilwarden, Chief Justice : Hamilton. 
1825. King, James: J. Webber, 1784. 
1826. Kippis, Andrew: Guil. Arland, 1792. 
1827. Lagomaisins, The R. P. 
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1828. Leake, John, Physician: D. John Gardner. At the commencement of “Medical 

Instructions,” 1781. 

1829. Leonardo da Vinci: Barbieri. 

1830. Linhares, Count of, D. Rodrigo de Souza Coutinho : D. A. de Siqueira, pinxit ; 

F. T. de Almeida, sculp.; F. Bartolozzi, corregio. 

1831. Lord Fitzgibbon : Rich. Cosvvay, 1791. 

1832. Lord Heathfield, Geo. Aug. Elliot : A. Poggi, 1788. Published September 10, 

1788, by A. Poggi. 

1833. Lord Heathfield, Geo. A. Elliot: Sir Joshua Reynolds. 

1834. Lord Loughborough, Alexander: Thos. Jas. Northcote. London: published 

February 1, 1800, by John Jeffryes. 

1835. Lord Robt. Clive: Nathaniel Dance, 1788. 

1836. Lord Thurlow, Edward : Sir Joshua Reynolds, 1782. 

1837. Louis XVI. : P. Violet. 

1838. Louis XVI. : Haven. 

1839. Lubomirski, Henry. 

1840. Lunardi, Vincent, Aeronaut: Rich. Cosway. At the commencement of his 

“Aerial Voyage/’ 1784. 

1841. Lusi, Compte de. 

1842. Lutzi, Count. 

1843. Maggi, Nat. Thos. : Blasio Rebecca, 1788. 

1844. Magliabechi, the celebrated and learned Librarian of Florence. 

The copperplate was sold for 13J. at Baker’s sale at Sotheby’s, in June, 1825. 

1845. Manoel, Maria Barboza du Bocage. 

1846. Maratti, Carlo: C. Maratti. 

1847. Marquis of Cornwallis, Chas.: W. Hamilton, 1781. 

1848. Martinelli, Vincenzio : G. B. Cipriani. 

1849. Maty, Mathew. 

1850. Melanchthon, P. 

1851. Melcombe, Lord : Hogarth. 

1852. Milton. 

1853. Naples, Family of the present King of. Consisting of eight portraits. 

1854. Napoleon Bonaparte : F. Bartolozzi, R.A., del. et sculp. 

1855. Natter, Laurence : Ant. Selvi. 

1856. Newcastle, Duke of, returning from Shooting : F. Wheatley. 

1857. Northumberland, Duke of. 

1858. Old Man in Armour : Barbieri. 

1859. Omai, a Native of Ulaietea : Nath. Dance, design. Published October 25, 1774. 

1860. Penniston, William, and Fras. James Lambe, sons of Lord Melbourne—“The 

Affectionate Brothers,” 1791. 

1861. Peter the Wild Boy, as he appeared in the year 1782 : John Alefounder. 

1862. Petty, William, Marquis of Lansdowne, bust turned towards the left: Thos. Gains¬ 

borough. Published 1787. 

140 1863. 



4 

. 









List of Bartolozzi’s Works. 

1863. Philidor, Andrea Daniscan. 

1864. Pinto, The Chevalier. 

1865. Pitt, William: John Singleton Copley. 

1866. Pitt, William : Thos. Gainsborough. 

1867. Pitt, William : Gainsborough Dupont, 1790. 

1868. Pope Pius VII.: 
Engraved by Bartolozzi in 1809, when he was eighty-two years of age. 

1869. Pope, The Muses crowning the Bust of: Ang. Kauffman. 

1870. Portrait of a Clerical Gentleman, hand resting on a Papal Bull, Arms below : 

Pellegrini, 1793. 

1871. Portrait of a Commander. 

1872. Portrait of a Gentleman in Armour, turned to the left (oval) : J. Faber. 

1873. Portrait of a Gentleman seated in a Chair, left hand resting on dog’s Head : Earl. 

1874. Portrait of a Gentleman, a Weeping Female supporting the frame. 

1875. Portrait of a Gentleman, turned to the right (oval): J. Webber. 

1876. Portrait of a Gentleman, turned to the right : H. D. Hamilton. 

1877. Portrait of a Judge, looking slightly to the right (oval). 

1878. Portrait of a Marshal. 

1879. Portrait of a Naval Officer with right arm in sling. 

1880. Portrait of a Writer. 

1881. Portrait of an Artist: Barbieri. 

1882. Portrait of an Old Gentleman (oval). 

1883. Prince Edmund : Hamilton. 

1884. Quirino,' Andreas, Senator Venetus. “Ne omnis morier Bartolozzius me sculpsit, 

anno 1794.” 

1885. Raphael, The Graces crowning the Bust of: Cipriani. 

1886. Reskemeer : Hans Holbein. 

1887. Rezzonico, Lodovico, nephew of Clement XIII.: Bart. Nazzari. 

1888. Richard III : Cipriani. 

1889. Riddel, Lieut.-Gen. Geo. Jas. : John Downman. 

1890. Rodrigo, D. de Sousa Coutinho : Siqueira. 

1891. Rogers, Mr., of Liverpool. 

1892. Romano, Giulio. 

1893. Rooke, Sir George: J. Faber. 

1894. Rosi, Mr. 

1895. Ruddiman, Dr. 

1896. Sancho, Ignatius : Thos. Gainsborough. 

1897. Saville, Statue of Sir G.: J. Fisher. 

1898. Sepulvedo, General. 
1899. Shakespeare, The Goddess of Immortality crowning the Bust of: Gio. Batt. Cipriani. 

1900. Shone, Mr. 

1901. Shovel, Sir Cloudesley. 

1902. Stanhope, Leister: Sir Joshua Reynolds, 1789. 
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1903. Stanley, Col.: Edridge. 

1904. The Cornaro Family: Guercino. 

1905. The Prince Regent. 

1906. Tomkins, the Writing Master. 

1907. Townley, A. C., Bust: J. Brown. 

1908. Vander Noot, Henri Charles Nicolaa : P. de Glim. Oval, 1787. 

1909. Vieira, Francisco. 

1910. Waide, Dr. 

1911. Wales, Prince and Princess of: H. D. Janvry. 

1912. Wales, Prince of, as a Kentish Bowman: T. Russell, R.A. 

1913. Watts, Isaac, D.D. 

1914. Wellington, Duke of: Pellegrini. 

1915. Wellington, Lord : 

Engraved by Bartolozzi in 1810, when he was eighty-three years of age. 

1916. Wellington, Lord ; An allegorical subject in which his likeness figures. 

1917. Whitlock, Bulstrode : Cipriani. 

1918. Wilmot, Sir J. E. 

1919. Winchelsea, Lord : Hogarth. 

1920. Wolfe, Theobald, Jurisconsult: Rich. Home. 

1921. Woollett, Wm.: T. Hearne. 

1922. Wynne, Rich. : Corn. Janssen. 

1923. Yorke, Philip : Sir Joshua Reynolds, 1787. 

SAINTS. 

1924. A Magdalen resting her head on her hand ; a circle in a square. 

1925. A Saint carried to Heaven : Bart. Crivellari. 

1926. Female with Dagger resting across the left shoulder and bosom. 

1927. Head of St. Peter : Ann. Caracci. 

1928. Magnus Basilius : Dom. Zampieri. 

1929. Mater Dolorosa, with five Cherubim’s faces in the clouds. 

1930. Six Portraits on one sheet. Top row : Mater Dolorosa, left; Ecce Homo, centre ; 

St. Maddalena, right. Bottom row : St. Martha, left; St. Peter, centre ; St. 

Giovanni, right. 

1931. St. Anthony and the Infant Jesus : C. Maratti. 

1932. St. Athanasius : Dom. Zampieri. 

1933. St. Catherine de Ricci in Prayer before a Crucifix placed upon an altar : Ant. Dom. 

Gabbiani. Engraved at Florence. London, published March 10th, 1791, by 

Josh. Read. Plate for “ Cento Pensieri.” 

Heineken gives this plate the name of “ St. Verdiana.” 
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List of Bartolozzi’s IVorks. 

1934. St. Cecilia attended by Angels : Stothard. 

I935- St. Cecilia : Gio. Batt. Cipriani, 

1936. St. Cecilia : B. West. 

1937. St. Cyrillus : Dom. Zampieri. 

1938. St. Damascenus : Dom. Zampieri. 

1939. St. Dominic before the Holy Virgin. 

1940. St. Eloi. S. Eligio andando per la Campagna a Sepelire Morti. 

1941. St. Francis adoring the Holy Cross : Guido Reni. 

1942. St. Francis de Sales beating down Heresy : Jac. Amiconi. 

Picture in the church of Virgin of Consolation, at Venice. 

1943. St. Francis, Death of: Cigoli. 

1944. St. Francis Dying, sustained by an Angel: Lod. Cardi. 

1945. St. Francis Praying in the Desert: Gio. Franc. Barbieri, design. De Pinacotheca 

Gennariorum. 

1946. St. Francis Praying for Sinners, surrounded by a large concourse of people. A. 

woman being carried away by Satan : Joan, a S. Joannes. 

1947. St. Francis restoring the eyesight of a Blind Woman : Joan, a S. Joannes. 

1948. St. Greg. Nazianzenus : Dom. Zampieri. 

1949. St. Greg. Nyssenus. 

1950. St. Jerome : Barbieri. 

1951. St. John and his Disciples : Domenichino. 

1952. St. John Nepomucene in Heaven : Franc. Riviera. 

1953. St. John the Baptist, child holding a cup : Barbieri. 

1954. St. John the Baptist in the Desert with two Men, Christ in the distance walking. 

1955. St. John the Baptist receiving in a cup the water coming out of a rock : Barbieri. 

1956. St. John the Evangelist: Barbieri. 

1957. St. John the Evangelist: Giac. Corradi. 

1958. St. Joseph at Leonissa. 

1959. St. Luke painting the Virgin : Simon Cantarini. 

1960. St. Matthew : Barbieri. 

1961. St. Matthew holding an open book, to which an Angel is pointing from behind : 

Barbieri. 

1962. St. Matthew holding an open book, to which an Angel is pointing from behind : 

Perugino. 

1963. St. Nicholas, Bishop of Myra. 

1964. St. Nilus : Nic. Vanni, after Domen. Zampieri. 

1965. St. Nilus kneeling before a Crucifix : Dom. Zampieri. 

1966 St. Paul at Melita : B. West. 

The picture is in the Chapel of the Hospital at Greenwich. In the Gray collection of engravings, bequeathed 

by Mr. Francis Colley Gray to Harvard College, there is a fine example of this print. 

1967. St. Paul Reading : Barbieri. 

1968. St. Paul Shipwrecked : B. West. 
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1969. St. Peter and St. Paul: Gio. Franc. Barbieri. 

1970. St. Peter of Alcantara in Heaven. 

1971. St. Peter Regolato: Gius. Zocchi. Trovandosi. 

1972. St. Verdiana kneeling before a Crucifix : Ant. Dom. Gabbiani. 

1973. Study of a Franciscan meditating upon a book : Ann. Caracci. 

1974. The Death of St. Francis-Xavier: Franz Karl Palcko. 

1975. The Death of St. Justine : Luca Giordano, picture at Padua. 

1976. Three Saints of St. Dominic in a cave, book lying on ground open, angel at top : 

Piazzetta. 

1977. Three Saints of the order of St. Dominic in extasy before the Holy Virgin : Ant. 

Balestra. v 

Picture in the Jesuits’ Church at Venice. 

THEOLOGY: CHRISTIAN. 

1978. 

1979. 

1980. 

1981. 

“ This design of Guercino has been twice engraved by Bartolozzi, and both times so much alike that one might 

imagine he had only re-copied his own work. He however engraved these two plates from different designs, 
the one which belonged to M. Zanetti, and this one which comes from Mr. Smith. Neither, I am told, 
are very good, and one must necessarily be a copy.”—Mariette. 

A Family Praying : Gio. Franc. Barbieri. De Pinacotheca Gennariorum. 

A Female holding a Cross over right shoulder and Cup in right hand. 

A Holy Bishop offering to God a city held by a child. Composition of three 

figures : Barbieri. 

A Sacrifice : On the right is seen a man leading a ram. 

1982. Abraham entertaining the three Angels : Lod. Caracci, 1797. 
1983. Adam and Eve : G. B. Cipriani. 

1984. Adam and Eve : W. Hamilton, R.A. 

1985. Adam perceiving the corpse of Abel : B. Castiglione. 

1986. Ahijah predicting the Death of the Son of Jeroboam. 

1987. Angel Gabriel: Dom. Zampieri. 

1988. Angel with two Children in her arms : A. Caracci. 

1989. Angels : J. Howes. 

1990. Angels: Peters. 

1991. Assumption of the Holy Virgin : Piazzetta. 

1992. Charity. 1779. 

1993. Christ appearing to the Marys. 

1994. Christ before the Tribunal with Crown of Thorns on His Head. 

1995. Christ’s Head crowned with Thorns : Guido Reni, 1802. 

144 1996. 







List of Bartolozzi’s IVorks. 

1996. Descent from the Cross : Vandyke. 

1997. Ecce Homo : Guido Reni. 

1998. Education of the Holy Virgin : G. B. Piazzetta. 

1999. Eve and Serpent : ? Cipriani. 

2000. Figure of Woman holding Child in her arms, Boy standing at her side : M. Angelo. 

2001. God the Father and two Angels : Barbieri. 

2002. Group of four Female Faces (Angels) : Cipriani. 

2003. Guardian Angels. 

2004. Hagar : B. West. 

2005. Holy Family : A. del Sarto. 

2006. Holy Family, with Angels offering flowers and fruit: Nic. Poussin, pinx. 

2007. “ I am God and no man ” : Guercino. 

2008. “ I have laid the foundation, and another buildeth thereon ” : Cipriani. 

2009. Infant John the Baptist: Barbieri. 

2010. Jacob returning to his father’s house : B. Castiglione. 

2011. Jacob’s first sight of Rachel : Hamilton. 

2012. Jacob’s Ladder: Lod. Caracci, 1797. 

2013. Job abandoned by his friends : derelictus est. . . . 

2014. La Madonna delle Pesce : Raph. Sanzio. 

2015. La Madonna del Sacco : Andrea Vannechi. 

2016. Madonna and Child. 

2017. Madonna and Child : Carlo Dolci. 

2018. Madonna and Child : Raphael. 

2019. Madonna : Carlo Dolci. Cabinet picture of Clotworthy Upton. 

2020. Madonna della Sedia : Raphael. 

2021. Madonna with the Fish : Raphael. 

2022. Male Figure rising from a tomb : M. Angelo. 

2023. Manna gathered in the Desert. 

2024. Mary with the sleeping Infant Jesus : Sasso Ferrato. 

2025. Mater Dolorosa. 
Engraved by F. Bartolozzi in 1804, when 78 years of age. 

2026. Mother and Child : G. B. Cipriani. 

2027. Mother, and Child at the breast: Wandeith. 

2028. Nathan’s Parable of the rich man taking the poor man’s lamb. 

2029. Our Blessed Lord of Prodigies. 

2030. Our Saviour appearing to a Suppliant. 

2031. Our Saviour speaking to a man. 

2032. Our Saviour with two Children in His Arms : Anto. de Siqueira. “ Unless ye be 

converted, and become as one of these little ones, ye cannot enter into the 

kingdom of heaven.” 

2033. Queen Esther and Ahasuerus : Barbieri. 

2034. Rebecca hiding her father’s idols : P. Berettini. 

2035. Rebecca ready to depart: B. Luti. 
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2036. Religion : Angelica Kauffman. 

2037. Religion: Giustino Menascardi. 

2038. Sacra Christi Familia : Raph. Sanzio. 

Plate engraved by Macduff and retouched by Bartolozzi. 

2039. Samson breaking his Bands : Rigaud. 

2040. Samson and Delilah : J. F. Rigaud. 
2041. Satan arousing his Troops : Stothard. v 
2042. Statue of a Young Man, nude ; Study for the Resurrection : M. Angelo. 
2043. The Adoration of the Magi : B. Castiglione. 

2044. The Adoration of the Magi : G. F. Barbieri, design. Ex Collectione Joannis 
Baptistae Tiepolo. 

2045. The Adoration of the Shepherds : B. Castiglione. 
2046. The Angel Gabriel : G. B. Cipriani. 

2047. The Ascension of Jesus Christ: Giac. Varana. 

2048. The Baptism of Christ : Le Sueur. 

2049. The Birth of Our Saviour : Stothard. 

2050. The Birth of the Holy Virgin : A. Caracci, 1797. 
2051. The Calling of Samuel: Cipriani. 
2052. The Circumcision, study of three figures : Barbieri. 
2053. The Departure of Abraham : F. Zuccarelli, 1777- The Landscape is engraved by 

W. Byrne. 

2054. The Departure of Jacob : B. Castiglione. 

2055- The Descent from the Cross. Plate was left uncompleted. 
2056. The Disciples of Emmaus. Plate for “ Cento Pensieri.” 
2057. The Elysian Prophet. Plate for “ Cento Pensieri.” 
2058. The Fainting of Esther : Barbieri. 

2059. The Fall of Christ on His way to Calvary. 

Engraved by Bartolozzi when he was eighty years of age. 

2060. The Fall of Satan, after T. Stothard. 
2061. The Flight into Egypt: C. Maratti. 
2062. The Flight into Egypt: B. Castiglione. 
2063. The Flight into Egypt: The Holy Family Resting. Four Angels appear to them 

directing them to proceed another way. 
2064. The Flight into Egypt: Angels bringing food to the Travellers. 
2065. The Good Samaritan. 

2066. The Guardian Angel conducting the Child into the presence of God : Will. Peters. 
2067. The Heart of Jesus Christ adored by the Angels. Factus est in corde. 
2068. The Holy Family—St Joseph Reading. 
2069. The Holy Family: Ant. Domen. Gabbiani. 
2070. The Holy Family: Bened. Luti. 
2071. The Holy Family : Pietro Testa. 
2072. The Holy Trinity: Giac. Varana. 
2073. The Holy Virgin : Benj. West. 
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2074. The Holy Virgin : G. F. Barbieri. 

2075. The Holy Virgin ; oval. 

2076. The Holy Virgin adored by Angels and Men : B. Castiglione. 

2077. The Holy Virgin and the Infant Jesus : Barbieri. 

2078. The Holy Virgin and the Infant Jesus sitting upon a table and holding a book : 

Barbieri. 

2079. The Holy Virgin and the Infant Jesus, to whom St. John the Baptist presents a 

cross : Gio. Franc. Barbieri, design. 

2080. The Holy Virgin appearing to three Saints : Gio. Franc. Barbieri, design. 

2081. The Holy Virgin appearing to a Saint, who takes the Infant Jesus in her arms : 

Gio. Franc. Barbieri, design. 

2082. The Holy Virgin holding the Infant Jesus, St. Joseph, and an Angel playing the 

violin : Barbieri. 

2083. The Holy Virgin, Infant Jesus, and St. John holding a book. St. Joseph standing 

at the door speaking to a woman : Carlo Maratti. 

2084. The Holy Virgin showing the Infant Jesus some reading : Barbieri. 

2085. The Holy Virgin, St. Joseph, and the Infant Jesus supported on a sphere : Barbieri. 

2086. The Holy Virgin, the Infant Jesus, and an Angel: Barbieri. 

2087. The Holy Virgin, the Infant Jesus, an Angel, and St. Joseph, who presents fruit 

to the Infant: Gio. Franc. Barbieri, design. 

2088. The Holy Virgin, the Infant Jesus, and the little St. John; study : Barbieri. 

2089. The Holy Virgin, the Infant Jesus, and St. Anne: Gio. Franc. Barbieri, design. 

De Pinacotheca Gennariorum. 

2090. The Holy Virgin, the Infant Jesus, and St. John : Ann. Caracci. 

Print known under the name of “The Silence.” 

2091. The Holy Virgin, the Infant Jesus, and St. Joseph : Gio. Franc. Barbieri, design. 

2092. The Holy Virgin, the Infant Jesus holding a bird, and the little St. John holding 

a cross : Barbieri. 

2093. The Holy Virgin, the Infant Jesus in her arms, and St. John holding a cross over 

left shoulder: Raphael. 

2094. The Holy Virgin, the infant Jesus lying down, and two Women : Barbieri. 

2095. The Holy Virgin, the Infant Jesus, St. Jerome, Mary Magdalen, and an Angel: 

Ant. Allegri. 

Picture in the Dresden Museum, known by the name of “ Night.” The plate, left unfinished by Bartolozzi, was 

finished after his death by H. C. Muller. 

2096. The Infant Jesus and St. Joseph: Gio. Franc. Barbieri, design. 

2097. The Judgment of Solomon : B. Castiglione. 

2098. The Madonna della Seggiola: Raph. Sanzio. 

2099. The Mystery of the Holy Sacrament: Gio. Batt. Piazzetta. Altar-piece in the 

Dominican Church at Venice. 
2100. The Presentation of Jesus Christ: Ant. Domen. Gabbiani, picture in the church 

delle Monache di S. Maria a Sala in Pistoja. 

2101. The Prophet Elisha : B. West. 
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2102. The Reading Magdalen, after Correggio. 

2103. The Repose of the Holy Family : B. CastigJione. 

2104. The Resurrection : Will. Peters. 

2105. The Resurrection of a Pious Family: Will. Peters. 

2106. The Resurrection of Lazarus : B. Castiglione. 

2107. The Return of Jacob : B. Castiglione. 

2108. The Sacred Form, after Claudio Coelho. 

The picture is in the sacristy of the Royal Monastery of the Escurial. Engraved by Bartolozzi in 1814, when 87 
years of age. 

2109. The Sacrifice of Noah : B. Castiglione. 

2110. The Saviour of the World, half length : Barbieri. 

2111. The Virgin : Carlo Dolci. Clotworthy Upton’s picture. 

2112. The Virgin and the Infant Jesus, to whom the Eternal Father appears: B. 
Castiglione. 

2113. The Virgin’s Head : Leonardo da Vinci, 1796. 

2114. The Virgin with Infant Jesus, S. Mary Magdalen, S. Jerome, and Angels. 

2115. The Young Saviour: Ch. le Brum. 

2116. Tobias led by the Angel: Carlo Maratti. 

2117. Tobias burying his brothers at Nineveh : B. Castiglione. 

2118. Virgin and Child : Trebisani. 

2119. Virgin in kneeling posture at table, figure of Dove in cloud, after Dorn. Zampieri. 

TICKETS. 

2120. Anacreontic Society : Laurinson, 1779. 

2121. Angel reclining upon an oval frame. 

2122. Angel with Trumpet kneeling on the ground, Cupid leaning over wall speaking to 
her: F. Vieira. 

2123* Ball Ticket, Pleasure accompanied by Abundance. The Ball at the Mansion 
House, April 17, 1775 : Gio. Bat. Cipriani. 

Vide illustration, and chapter on “ Benefit Tickets. ’ 

2124. Benefit of Madame Banti : Burney. 

2125. Benefit of Mrs. Banti: J. A. Minasi. 

2126. Benefit of Mrs. Grassi: Cipriani. 

2127. Benefit of Mrs. Borghi, 1789 : Cipriani. 

2128. Benefit of Mr. Dragonetti: E. F. Burney. 

2129. Benefit of Mr. Jones : Cipriani. 

2130. Benefit of Mr. Legard : A. Kauffman. 

2131. Benefit of Mr. Pacchierotti: Burney. 
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2132. 

2133- 

2134- 

2135- 

2136. 

2137- 

2138. 

2139- 

2140. 
2141. 

2142. 

2143- 
2144- 
2145- 

2146. 

2147- 

2148. 

2149- 

2150. 
2151. 

2152. 

2153- 
2154- 

2155- 

2156. 

2i57- 
2158. 

2159- 
2160. 

2161. 
2162. 
2163. 
2164. 
2165. 

2166. 

List of Bartolozzi’s IVorks. 

Benefit of Mr. Salomon, New Rooms, King’s Theatre, 1797 : Rebecca. 
Benefit of Mr. Tenducci: Cipriani. 
Card of Mariano Bovi, engraver and print merchant, 207, Piccadilly. 
Card of M. Violet, the painter: Cupid designing. 
Card of Molteno, the printseller. 
Card of Isabel de Mendez. 
Concert of Ancient Vocal and Instrumental Music : N. Dance. 
Crowning of Handel. 
Diploma of the Academy of London : Cipriani. 
Dwarf holding an Umbrella, seated on a pile of four books, with an Owl on his 

head : after Stothard. 
Female and Shepherd, and Cupid with a mask in his arms. 

“ Si giacerebbe inutile per terra 
Deserta senza frutto e senza onore.” 

Female drawing outline of a Man’s Face on the wall: Bartolozzi. 
Female holding a wreathed ball, marked Sir Joshua Reynolds. 
Female playing with Cupids who are holding wreaths in their hands. 
Female seated on a chair holding a Dove in right hand. 
Female seated on the ground Writing. 
Gala Concert: Cipriani. 
General Bartholomew Costa. 
Grand Professional Concert: F. B., 1791. 
Guadagnani’s Benefit. 
Handel : Cipriani. 
Hanover Square ; Grand Professional Concert: Cipriani. 
Hanover Square ; Professional Concert, 1789: F. Bartolozzi. 
Hanover Square Concert, 1791 ; Genius studying Music: Bartolozzi. 
Hanover Square ; Professional Concert, 1790: Cipriani. 
Hanover Square ; Professional Concert, 1793 : Cipriani. 
Hanover Square ; Subscription Masquerade : Cipriani. 
Hy. Bessborough : Cipriani. 
Man and Woman sitting on seat so as to throw their shadows on the wall; Woman 

drawing outline of shadows : B. West. 
Mansion House Ball Ticket, 1791 : W. Hamilton. 
Masons’ Concert, Subscribers : Cipriani. 
Masqued Ball at the Opera House, 1770: Cipriani. 
Masqued Ball, New Club, Soho, 1775 : Cipriani. 
Masquerade at Brandenbourg House: Burney. “ Monday, the 24th of February, 

at eleven o’clock,”—year not given.—“Nobody admitted without Masks or 
with black dominoes. Each ticket will admit a Lady and Gentleman coming 
together.” 

Masquerade at Ranelagh, 1796: Cipriani. 
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2167. Miscuit Utile Dulci: Burney. 

2168. Mrs. Parker, Sackville Street: Cipriani. 

2169. Mr. Cox’s Museum, 1772 : Rebecca. 

2170. Mr. Fierville’s Children’s Ball: Cipriani. 

2171. Mr. Plegel’s Night, May 14th, 1792, Hanover Square : F. B. 

2172. Mr. Salpietro’s Benefit : Cipriani. 

2173. Muse holding a Man’s Head in right hand, and Guitar in left; Cupid trying to 

take the head from her : Cipriani. 

2174. Pantheon Grand Masqued Ball : F. B. 

2175. Philharmonic Academy : Sherwin. 

2176. Regatta Ball at Ranelagh, June 23rd, 1775 : G. B. Cipriani. 

2177. Semi-nude Woman holding up right hand. 

2178. Semi-nude Females crowning a Bust with wreath. 

2179. Shane’s Castle Masquerade : Cipriani. 

2180. Sir J. Reynolds’ Funeral Ticket. 

2181. Society of College Youths. 

2182. Subscription Ball at Hickford’s Rooms, Brewer Street, Golden Square. 

2183. The Anacreontic Society, after Lawrinson. 

2184. The Male Offspring of James and Mary Woodmason—a plate engraved in memory 

of a family of children accidentally burnt. 

The name of the engraver is mis-spelt “ Bartflozzi.” 

2185. The Society of Musicians : George Smart. 

2186. Ticket for a Concert given for the benefit of Savoy : G. B. Cipriani. 

Tickets for Giardini’s Concert in London : G. B. Cipriani. Eight plates :— 

2187. Apollo and Daphne. 

2188. Apollo and Mercury. 

2189. Apollo and the Muses. 

2190. A Woman, seated, holding a Lyre. 

2191. Judgment of Midas. 

2192. Orpheus and Eurydice. 

2193. Venus Anadyomene. 

2194. Venus and the Graces. 

2195. Ticket for the Masquerade of Savoir-vivre in 1775 ; a Love with a bandage over his 

mouth : Gio. B. Cipriani. 

2196. Ticket of admission to the Oratorio of Jonah : Benj. West. 

2197. Ticket of admission to an Oratorio at the Theatre Royal, Covent Garden. 

2198. Ticket to view Copley’s Siege of Gibraltar. 

2199. Weeks’Museum. 

2200. Wynnstay Theatre : H. Bunbury. 
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TOPOGRAPHY. 

2201. London : Interior View of the London Royal Exchange, with the following 

imprint: “The delineation by Mr. Chapman; the figures by (de) L(o)uther- 

b(o)urg;* the Graving of the Plates by Bartolozzi.” 

2202. Exterior View, ditto, ditto. 

* The prefix, and letter o in Loutherbourg, which occurs twice, was altogether omitted by the writing engraver. 

CATALOGUE OF THE PRINCIPAL ENGRAVINGS EXE¬ 
CUTED BY BARTOLOZZI IN LISBON AFTER HE 

FINALLY LEFT ENGLAND. 

(1) Mater Dolorosa. 

Designed and engraved by F. Bartolozzi in 1804, when seventy-eight years of age. 

(2) Portrait of the Count of Linhares, D. Rodrigo de Souza Coutinho. D. A. de Siqueira, 

pinxit; F. T. de Almeida, sculp.; F. Bartolozzi, corregio. 

Engraved in 1812, when eighty-six years of age. Under the allegorical design at the foot of the portrait, and in 

addition to all other lettering, appear the words ‘'em LFl„ [Lisbon] F. Bartolozzi, sculp., 18x2 ; Etatis suae, 

86.” 

(3) Portrait of the painter, Francisco Vieira, a native of Oporto. 

(4) Our Blessed Lord of Prodigies. 

(5) Portrait of General Sepulvedo. 

(6) An Allegory. 

(7) An Episode of Love. 

(8) Portrait of Manoel, Maria Barboza du Bocage. 

(9) Portrait of Alexander I., Emperor of Russia. 

(10) Portrait of G. C. Beresford, Count of Francozo. 

(11) The Embarking of the Prince Regent of Portugal, and of all the Royal Family, to 

Brazil, 27th November, 1807. 

(12) The Embarking of General Junot on the waters of Lodre, after the Treaty of Cintra. 

(13) Portrait of D. John VI., Regent of Portugal. 

(14) Portrait of D. John, Prince of Brazil and Regent of Portugal. 

(15) Portrait of a Marshal. 

(16) Portrait of Pope Pius VII. 

Engraved by Bartolozzi in 1809, when eighty-two years of age. 
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(17) The Falling of Christ on His way to Calvary. 

Engraved by Bartolozzi when eighty years of age. There is a fine (proof) example of this scarce print in the 
collection of Mr. Edgar Horne. The imprint is as follows : “ F. Bartolozzi, R. A., sculp. Fendo de idade 

80 annos. Nicholao L.A. Delerive, delin.” 

(18) The same subject, entitled the “ Lord Jesus of Consolation, Father of Mercy.” 

Engraved by Bartolozzi when eighty years of age. 

(19) Portrait of Lord Wellington. 

Engraved by Bartolozzi in 1810, when eighty-three years of age. 

(20) An Allegorical Subject, in which the likeness of Lord Wellington figures. 

(21) Portrait of Francesco Bartolozzi. 

Engraved shortly before his death, and left unfinished. 

(22) Portrait of General Blucher. 

(23) Portrait of a Writer. 

(24) An Emblematical Subject, dedicated to the Minister Antonio Araujo d’Azevedo. 

(25) Portrait of a Commander. 

(26) The Massacre of the Innocents. 

(27) Portrait of D. John VI., King of Portugal, on the side of which is seen the Bust of the 

Queen, Da. Carlota Joaquina. 

The plate was not completed. 

(28) The Descent from the Cross. 

The plate was not completed. 

(29) The Sacred Form, after a picture painted by Claudio Coelho, and which is in the 

sacristy of the Royal Monastery of the Escurial. 

Engraved by Bartolozzi in 1814, when eighty-seven years of age. The compiler has seen a remarkably fine 

example of this print in the possession of the Chevalier Louis de Quillinan, Secretary to the Portuguese 
Legation, who purchased it for fifteen guineas at the sale of the late Marquis de Lavradio, of Lisbon, 
brother of the Count de Lavradio, many years Portuguese Minister. The imprint is worded as follows: 
“F. Bartolozzi, esculp. de idade de 87 annos em L^a [Lisbon] em i8i4”;on left: “Claudio Coelho, 

pinx.”; in centre : “ Joze Camaron pintorde S.M. Catholica delin.” (Engraved by F. Bartolozzi when 87 

years of age, in Lisbon, in 1814 ; painted by Claudio Coelho ; designed by Joseph Camaron, painter to His 
Catholic Majesty.) 

(30) The Virgin, with the Infant Jesus, St. Mary Magdalen, St. Jerome, and Angels. 
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Accident to Minasi, 58. 
Ackermanris Repository of Arts, 82. 
Almeida (Francisco Thomas, de), 72. 
An adept in collecting prints to illustrate books, 
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Books with collection of prints, sale prices of, 29. 

Boucher (F.), 48. 
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Circular frames, most suitable patterns for, 35. 
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Clarendon and Burnet, with collection of prints, 

29. 

Clarke (John), 49. 

„ Royal Academy exhibits, 49. 

“ Clytie,” after Caracci, Bartolozzi’s masterpiece 
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Coarse impressions of modern reprints, 19. 
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illustrations, no. 
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„ „ hints to beginners, 4. 
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93- 
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prints to, 30. 
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Bartolozzi’s illustrations, 109. 

Dryden, with Bartolozzi’s illustration, 93. 
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Engravings, the storage of, 6. 
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Examination of examples in stipple engraving, 23. 

Falsely tinted prints, 21. 

Fielding (Thomas), 50. 

“ First state,” 8. 

Fluctuations of the print market, 80. 

“ Fool, The,” with Bartolozzi’s illustration, 94. 
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Framing, hints on, 34. 
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“ Gardens, The,” with Bartolozzi’s illustrations, 
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„ Royal Academy exhibits, 51. 
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with collection of prints, 29. 

Gray’s “ Elegy,” with Bartolozzi’s illustration, 94. 

Guercino, Bartolozzi’s engravings after, 94. 
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Harvey (Francis), reminiscences of, 29. 
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Johnson’s (Dr.) Life, 30. 

Rowlandson’s Caricatures, 30. 
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„ to judge prints, 11. 
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Wagner, 38. 
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illustration, 106. 

“ L’Amico’ de Fanciulli,” with Bartolozzi’s illus¬ 

trations, 99. 

Le Blon’s method of printing mezzotint plates 

in colours, 22. 

“ Le Musde Frangais,” with Bartolozzi’s illustra¬ 

tions, 99. 

Legoux (L.), 52. 

“ Leonidas,” with Bartolozzi’s illustrations, 100. 

“Leonora,” with Bartolozzi’s illustrations, 100. 

Lettered India print to an unlettered India 

proof, to turn, 13, 

Lettered proofs, 7. 

Lima (Theodoro Antonio de), 72. 

Lives of Bartolozzi’s pupils, 45. 

Macklin’s “ British Poets,” with Bartolozzi’s 

illustrations, 106. 

Marcuard (Robert Samuel), 52. 

Marlborough Gems engraved by Bartolozzi, 
100. 

Maxwell’s (Sir W. Stirling) habit when pointing 

out merits of prints, 33. 

Merits of Minasi’s works, 60. 

Method of distinguishing prints turned into 

proofs, 14. 

Metz (Conrad Martyn), 52. 

„ Society of Artists exhibits, 52. 

Meyer (Henry), 53. 

„ Royal Academy exhibits, 53. 

Meyer and Liicke on Bartolozzi, 44. 

Meyer (Mr. J.), Minasi’s portrait of Bartolozzi, 

61. 

Mezzotint plates, Le Blon’s method of printing 

in colours, 22. 

Middiman (Samuel), 54. 

„ Royal Academy exhibits, 54. 

„ Society of Artists exhibits, 54. 

„ Free Society exhibits, 54. 

Milton’s “ Paradise Lost,” with Bartolozzi’s illus¬ 

trations, 104. 

Minasi (James), 54. 

„ portraits engraved by, 59. 

Minasi’s portrait of Bartolozzi, 61. 

„ Royal Academy exhibits, 61. 
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Monteiro (Antonio Maria de Oliveria), 72. 
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Mounting prints, 6. 
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trations, 113. 
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illustrations, 100. 

Null’s (M. Von der) Bartolozzi’s collection, 

42, 43- 
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Oak (unpolished), to give an aged appearance “ Pergolisi Ornaments,” with Bartolozzi’s engrav- 

to, 35- ings, xo6. 

Ogborne (John), 62. Pictures, how to hang, 36. 

„ Royal Academy exhibits, 62. „ the most effective background for, 36. 

Old style frames, 36. Plan for collecting prints to illustrate books, 28. 

Old Testament, with Bartolozzi’s illustrations, “ Poets of Great Britain,” with Bartolozzi’s 

112. illustrations, 107. 

“ Oriental Gardening,” with Bartolozzi’s illustra- Practises of reproducers from old copperplates, 

tions, 104. 17• 

“ Original Designs,” with Bartolozzi’s illustra- Priaz (Joao-Viante), 72. 

tions, 104. Priceless treasures, a possessor of, 77. 

“ Orlando Furioso,” with Bartolozzi’s illustra- Prices of reproduction from old copperplates, 18. 

tions, 105. Prince Albert on print-handling, 33. 

Oval frames, most suitable patterns for, 35. Prince Albert’s Bartolozzi collection, 33. 

Owners of Bartolozzi’s prints, etc.: Print collecting as a hobby, 1. 

Argyle (Duke of), Venus and Adonis, 147. ,, market, fluctuations of the, 80. 

British Museum, Marlborough Gems, 100. „ publishers’ (spurious) latest dodge, 20. 

„ The Repose in Egypt, 40. Prints, 7. 

Devonshire (Duke of), Venus, Cupid, and ,, behind glass, art of mounting, 78. 

Satyr, 147. „ turned into proofs, method of distin- 

Dresden Museum, Night, 141. guishing, 14. 

Greenwich Hospital, St. Paul at Melita, 137. „ deceptions with, 13. 

Harvard College, „ „ 137. „ fine proof impressions worth buying, 6. 

Horne (Mr. Edgar), Falling of Christ on „ important conditions in purchasing, 6. 

His way to Calvary, 152. „ how to handle, 32. 

Jesuits’ Church, Venice, Three Saints of the ,, how to judge, 11. 

Order of St. Dominic in extasy before „ the finest collection in the world, 12. 

the Holy Virgin, 137. Printers imprints, 9. 

Lovejoy (Mr. G.), The Repose in Egypt, Printing mezzotint plates in colours, Le Blon’s 

40. method, 22. 

Royal Monastery of the Escurial, The Sacred Printing in oil colours, Seghars’ method, 21. 

Form, 141. Production of coupon prints, 26. 

Sharpe (Mr. W.), Gainsborough, 132. Profitableness of a hobby, instances of, 3. 

Smith (Mr.), A Sacrifice, 138. “ Proof” prints, 14. 

Quillinan (Chevalier), The Sacred Form, Proofs before letters, 7. 
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Rivara (Joao Caetano), 73. 

Rome, Bartolozzi’s work in, 38. 

Rowlandson’s Caricatures, Harvey’s collection 

of, 30- 

Sale prices of books with collection of prints : 

“ Description of the villa at Strawberry 

Hill,” 29. 

Goldsmith’s “ Roman History,” 29. 

Lyson’s “Environs of London,” 29. 

Robertson’s “ History of Scotland,” 29. 

Walpole’s “Anecdotes of Painting,” 29. 

Satin, Bartolozzi’s engravings on, 41. 

Saunders (Joseph), 63. 

„ Free Society exhibits, 64. 

„ Royal Academy exhibits, 63. 

Scheneker, 65. 

Schiavonetti (Louis), 64. 

Scorodomoff (G.), 63. 

Scott (Edmund), 65. 

„ Free Society exhibits, 65. 

„ Royal Academy exhibits, 65. 

“ Second state,” 8. 

Sedgwick (William), 65. 

Seghars’ method of oil colour printing, 21. 

Selling prints by auction, hints on, 2. 
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trations, hi. 
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Shipster (Robert), 66. 
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Silva (Francisco Antonio), 72. 

Simon (Peter J.), 66. 

Sintzenich (Heinrich), 66. 

Sloane (Michael), 66. 

Smith (Anker), 66. 

„ Royal Academy exhibits, 67. 

Smith (Benjamin), 67. 

Sotheby, Wilkinson & Hodge, sales, 29. 

Spurious print publishers’ latest dodge, 20. 

St. Nilus, with Bartolozzi’s illustrations, 112. 
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„ engraving, examination of, 23. 

„ printing in colours, 22. 

Stippled prints, difference in, 23. 

„ „ (coloured), value of, 24. 

“ Stopping out,” 14. 

„ „ how to detect, 14. 

Storage of engravings, 6. 

“ String ” pattern frames, 36. 

Summerfield (John), 68. 

Sutherland’s collection of prints to “ Clarendon 

and Burnet,” 29. 

Taylor (Charles), 68. 

Taylor (Isaac), 68. 

„ Society of Arts exhibits, 68. 

“Telemachus,” with Bartolozzi’s illustrations, 

112. 

“ Third state,” 8. 

Thomson’s “Seasons,” with Bartolozzi’s illustra¬ 

tions, no. 

Times remarks on Minasi’s portrait of Shake¬ 

speare, 59. 

Tomkins (Peltro William), 69. 

„ Royal Academy exhibits, 70. 

Tuer’s list of Bartolozzi’s works, 85. 

Tunbridge Wells, invitation to, 77. 

Turner (Charles), 70. 

Turner prints, the sale of, 81. 

“ Unique state,” 8. 

Value of coloured stippled prints, 24. 

Vendramini (John), 71. 

Vertue’s (George) collection of portraits, 14. 

Vieira (Francisco), 73. 
“Virgil,” with Bartolozzi’s illustrations, 113. 

Vitalba (Giovanni), 71. 

Volpato (Giovanni), 71. 

Walpole’s “ Anecdotes of Painting,” Bull’s col¬ 

lection of prints to, 29. 

Water colour drawings, improvement to, 34. 
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Books from ye Leadenhalle Preffe. 

Luxunous Bathing: A Sketch by Andrew W. Tuer, with Eight Beautiful 
Copperplate Etchings by Tristram J. Ellis. [Sixth edition.] Revised. Price 5s. 
Remarque Proofs (signed) six only printed, ^3 3s. Proofs before Letters, 
Japanese paper (signed) 20 copies only printed, 21s. Proofs, white hand-made 
paper, 100 copies only printed, 10s. 6d. (London: Field & Tuer, ye Leadenhalle 
Presse, 50, Leadenhall Street, E.C. New York: Scribner & Welford, 743 & 
745, Broadway). 

“ * * * * A book of books for those who love and appreciate Art. * * * It is written in an easy, 
colloquial style, * * * it may be read with profit by those who are scholars and thinkers, as well as by 
those who are, according to the ordinary meaning of the term, uneducated. The writer may rob the doctor of 
half his patients. * * * One of the most enjoyable volumes it has ever been our good fortune to possess.’* 
—Art Journal. 

There is a touch of genius in the treatment of this slight theme by Mr. Tuer. All points are so exquisitely 
dealt with that we marvel whether the author, the artist, the printer, or the binder most deserves our 
appreciation.”—The Broad Arrow. 

“ Its author, Mr. Andrew W. Tuer, modestly terms it ' a sketch,” but in these days of scurry and scamping, 
of literary lath and plaster, it is only too seldom that we get anything like such conscientious and finished work, 
so exquisite in detail, so admirably consistent throughout.”—The Bazaar. 

The Author displays much practical knowledge in the handling of the details of bathing and swimming, 
and imparts it in a pleasantly clear and concise manner.”—The British Architect. 

“A book that is luxurious every way ; in binding, typography and literature.”— The Publishers' Circular. 

My Ladye and Others : Poems Satirical, Philosophical and Arcadian, by 
J. W. Gilbart-Smith, B.A., &c. (London: Field & Tuer, ye Leadenhalle 
Presse, 50, Leadenhall Street, E.C.) 

“This is a volume to gladden the eye of the genuine book-lover. Mr. Gilbart-Smith’s poems show a keen 
observation and a varied power, which not only make them well worth attention, but give promise of better 
things to come from the same quarter. We expect to hear of this writer again.”—The Queen. 

“ Mr. Gilbart-Smith may not thank us for our preference, but we are inclined to think that his satires on 
London life done into natty heroic couplets, are among the most successful of his efforts ; and he is one of the 
few of his generation who have the skill to write the couplet at all. A word must be given to the beautiful 
printing and paper of this sumptious volume, which is bound in white, with a sunflower design on the cover.”— 
The Weekly Register. 

“ Under this title, Mr. J. W. Gilbart-Smith, B.A., Christ Church, Oxford, has produced a book of poems 
which is pleasant to look at and to handle during this fierce summer. On turning over the pages the reader will 
find therein much that is musical and tender, and much that is original and fresh.”—Morning Post. 

“ The writer has poetical talent.”—Daily News. 

IN THE PRESS.] 

Some well-known “ Sugar’d Sonnets ” re-sugar’d: ornamented 
with Borders Etched by Tristram J. Ellis. A Seledtion from Shakespere’s 
Sonnets, each decorated with an appropriate enclosing border etched and printed 
diredl from the copper-plates. A veritable livre de luxe, (London : Field & 
Tuer, ye Leadenhalle Presse, 50, Leadenhall Street, E.C.) 

IN PROGRESS.] 

A Series of Six Views, of important size, of well-known localities 
and scenes in Kensington Gardens and Hyde Park, Etched on Copper by 
Tristram J. Ellis. (London: Field & Tuer, ye Leadenhalle Presse, 50, 
Leadenhall Street, E.C.) 



Boohs from ye Leadenhalle Prejfe 

Livre de luxe, rough edges, hound in vellum, issue limited: 500 copies only. 

On a Raft, and Through the Desert: By Tristram J. Ellis. The 

Narrative of an Artist’s Journey through Northern Syria and Kurdistan, by the 

Tigris to Mosul and Baghdad, and of a return journey across the Desert by the 

Euphrates and Palmyra to Damascus, over the Anti-Lebanon to Baalbek and to 

Beyrout. In two volumes. Illustrated by Thirty-eight Etchings on Copper by 

the Author, with a Map. Price £2 12s. 6d. Large paper copies (25 only) £6 6s. 

(London, mdccclxxxi : Field & Tuer, ye Leadenhalle Presse, 50, Leadenhall 

Street, E.C., and Hamilton, Adams & Co., 32, Paternoster Row. New York: 

Scribner & Welford, 743 & 745, Broadway.) 

“ Mr. Ellis writes throughout with refreshing directness, and in some places with much graphic force.”—Times. 
“ How Mr. Ellis was cheated about his camels, and how he was bound by a contract which was quite 

complete and regular without the formality of receiving his own signature ; what provisions he took with him, 
and what Karwama is, the reader must learn from the book, in which he will also find a singularly beautiful 
etching of a camel and his rider. Of this portion of the narrative we must say we feel inclined to fulfil the good 
old instruction for a pleasing review, ‘praise everything and quote the w'hole and we desire to direct the 
reader’s attention in particular to a charming description of the manners and customs of the camel when fairly 
started in the Desert, which he will find at page 41 of Vol. II. It is full of pleasant, frank humour, that indeed 
distinguishes the whole book. * * * The three last etchings in the second volume show us a beautiful 
Damascus girl, the great ruins of Baalbek, and a scene in a Druse village. They are of great excellence and 
interest. With a chapter called 1 Beyrout and Home ’ this thoroughly delightful book comes to an end.”—Spectator. 

“1 The evil-eyed Mousom ’ sits on his camel and looks from out the heavy shadow of his hood straight out 
of the picture. There is something very uncanny in his face which is well contrasted with the equally uncanny 
face of his camel. This is a clever etching, full of careful drawing, depth and expression, as well as fidelity to 
the subject. * * * Mr. Ellis’s previous training as an engineer enabled him to see things correctly 
and his letterpress as well as his sketches is trustworthy accordingly. * * * Altogether it may safely be 
asserted that even a reviewer takes leave of such charming volumes with regret.—Saturday Review. 

Journals and Journalism: With a Guide for Literary Beginners, by John 

Oldcastle. [Second edition.] 3s. 6d. Contents: Literary Amateurs. Intro¬ 

duction to Editors. How to Begin. “ Declined with Thanks." Literary Copyright. 

Pounds, Shillings and Pence. Journalism as a Career. In an Editor’s Chair. 

Ten Journalistic Commandments. How to CorreCl Proofs ; and a Directory of 

the Periodical Press ; being a List of Journals and Magazines, the Address of 

their Offices, the Names of their Editors, and a Sketch of their History and Scope. 

(London : Field & Tuer, ye Leadenhalle Presse, 50, Leadenhall Street, E.C.) 

“ There are hundreds of young men, who are now living at home and doing nothing, who might be making 
very tolerable incomes by their pens.”—The Nineteenth Century. 

“This volume,” says the Athenczum, “which is studded with the autographs of literati, is written by a 
practical journalist." 

“ The author is evidently qualified to speak of the subject on which he treats ; and his advice is as wise as 
his assertions are truthful.”—The Echo. 

“John Oldcastle, who hides a well-known entity under -a.nomdeplume, speaks as one of the scribes, though 
also with authority.”—The Examiner. 

“ We can imagine its cheering the heart of many a weary toiler. John Oldcastle is to be congratulated 
alike on the lucidity of his style and the thoroughness of his workmanship.”—Fact. 

“A clever little volume brought out in the daintiest fashion.”—Life. 
“ The well-known litterateur who commonly writes under the nom de plume of John Oldcastle has produced 

a chatty and interesting introduction to literary life. A perusal of it will supply many a young person with 
valuable hints for winning name and fame and some share of fortune’s favours by means of the press.”—The 
Freeman's Journal. 

“ An interesting book.”—The Weekly Register. 
“ Written by a well-known London litterateur, this kindly guide book for literary amateurs is invaluable. 

Hints are given for which scores of ‘forlorn and shipwrecked brothers’ will certainly thank Mr. Oldcastle.”— 
Northern Evening Mail. 

“In addition to its advice to beginners, the volume contains some interesting ana connected with journalism 
and journalists. The author is refreshingly frank.”—The Globe. 

“John Oldcastle’s book will be a very useful one: it is full of hints and bits of advice to journalistic 
aspirants; and it told me a variety of things which I never knew before.”—G. A. Sala in the Illustrated 
London News. 
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